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ABSTRACT
"Henry James On Stage" investigates James as a source of drama. 
The study embraces James's own plays, and all later dramatisations of 
his works by other playwrights, which have been produced in New York 
and in London.
In 19h9t The Complete Plays of Henry James, edited by Leon Edel, 
was published. The present investigator is indebted to Bdel's work for 
James's play texts, for information on their writing, and for details 
of productions up until 19U9. New material in the present study in­
cludes an account of productions of James's playa since 19U9) sn 
analysis of James's development as a playwright based on his scripts} 
and an examination of James's own dramatisations, for the purpose of 
discovering what he did with narrative material when changing it into 
dramatic form, or vice versa.
To date, nine of James's playr have been professionally pro­
duced, although only five were staged during his lifetime. None 
achieved real success. This study inoludea a digest of selected 
critics' reviews.
James's fifteen plays were analysed in four wayst script format} 
subject and treatment} literary aspects} and stageabillty. His plays 
were highly conventional} moatly comedies} with upper class characters, 
whose language was often complex, and unlifelike. James wrote for the
xii
xiii
proscenium stsget his mechanics were often evident, but his understand- 
ing of staging gradually improved* His settings were always playable. 
In the later plays, James used long stage directions as an outlet for 
his comments*
James's plays included seven dramatisations* Jamas dealt freely 
with the events, the characters, and the dialogue of the original sto­
ries, only one of which came from another author* He deliberately gave 
happy endings to his earlier dramatisations— including Daisy Miller.
In the fifty years since James's death (1916-1966), New fork and 
London have seen productions of thirteen plays and two operas based on 
James's works* This study includes a digest of selected critics' re­
views.
The operas, Benjamin Britten's The-Turn of the Screw, and 
Douglas Moore's The Wings of the Dove, were not analysed.
All thirteen of the dramatisations were minutely examined*
Eight dramatisations have been published! John L* Balderston's Berkeley 
Squaref Hubert Griffith’s The Tragic Musej Ruth and Augustus Goets's 
The Heiress] William Archibald's The Innocents] Dodie Smith's Letter 
From Paris] Guy Bolton's Child of Fortune] Michael Redgrave's The 
Aspern Papers] and Christopher Taylor's The Wings of the Dove.
Manuscripts of the five unpublished dramatisations were borrowed 
from four British and American playwrights* These unpublished plays 
were Allan Turpin's The Turn of the Screw, and The Aspern Papers] 
William Archibald's Portrait of a Lady] Randolph Carter's Eugenia] and 
Bertram Greene's The Summer of Daisy Miller.
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Ten Jamesian works provided the baseB for the thirteen plays, 
and two playwrights dramatised James twice* Bach dramatisation was 
analyzed in four ways! Staging; The handling of James's material;
Items gained; and Items lost*
Generally, the playwrights stayed close to James's intent, but 
there were some changes in emphasis* Fidelity to Jutes's dialogue 
varied greatly* Only The Sumner of Daisy Miller preserved James's 
point-of-viev method, and it alone employed unrealistic settings*
Judged by the length of the run, five of the dramatisations 
were successful (with over one hundred performances eaoh), and eight 
of the dramatisations failed*
There seems to have been no pattern in the success or failure 
of the dramatisations* Neither depended on the Jamesian work chosen; 
on the proportion of James's dialogue which was retained; on the period 
of the original writing; or, to any significant extent, on the play­
wright's previous experience. There is adequate proof that James's 
works can be successfully dramatised, when the right playwright chooses 
the right Jamesian material*
INTRODUCTION
"Henry Janes On Stage" is a study of Janes as a source of drama. 
The purpose of the study is to attempt to bring together in one work a 
ocnplete aeoount of all of the plays whioh have stemmed directly, or at
second hand, from Janes's genius* Included in the study is an analysis
*
of Janes'a development as a playwright, an examination of hia plays as 
scripts, and a history of their productions* This is followed by an 
account of all of the stage adaptations of Janes's works by other play­
wrights which have been professionally produced either in New York or 
in London during the fifty years since the novelist's death (1916- 
1966)* An examination is made of the relationships between the origi­
nal Janesian works and the later dramatisations by other writers*
In all, Henry Janes oompleted a total of fifteen plays and one 
dramatic monologue* Only eight of the plays were published during his 
lifetime, but all of the author's dramatic works were collected and 
published in 19b9, in The Complete Plays of Henry Janes, edited by 
Leon Sdel*̂  In that work, Professor Sdel, of New York University, has 
given an account of the writing of the plays, and of their productions 
up until the date of the publication of the collection* The present
*Leon Sdel (ed*), The Complete Plays of Henry Janes (Philadel­
phia! J* B. Lippinoott Co*, 19U9 )•
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study goss s atsp further by analysing the pleys as scriptst and in 
treeing Janes's development as e playwright on that technical basis*2 
In addition, the present investigation includes a brief account of pro­
fessional productions of Janes's plays in wore recent years*
It is believed by the present researoher that this is the first 
tine that a study has been made which embraces both James's own plays 
and dramatisations, as well as all of the dramatisations by other play­
wrights which have been based on James's fictional works*3
In the fifty years since James's death, there have been thirteen 
dramatisations of his works by other playwrights which have been
>̂r* Leon Sdel, and other critical commentators, have made gen­
eral observations about the differences between James's early and late 
plays* However, no play by play analysis ever seems to havs been made 
of the soripts from a practical, theatrical standpoint*
T̂here havs been some unpublished studies whioh have investi­
gated other generally related problems* These inolude Glenn Meredith 
Lonsy's ■Dramatisations of Amerioan Novels• 1900-1917" (Ph* 0* disserta­
tion, Stanford University, 195b) j Stephen Poster Illiston's "Dramatic 
and Narrative Arti Studies of Dramatisations on the New York Stage, 
1919-1958" (Ph* D* dissertation, University of Illinois, 1959)| and 
Thomas Henry Napiecinski' s "The Dramatisation of the Amerioan Serious 
Novel 1926-1952" (Ph* D* dissertation, University of Wisconsin, 1959)*
In addition, there was a dissertation, written in I960 at Louisiana 
State University, by August William Staub, entitled, "The Subjective 
Perspective* Aspects of Point of View in Modern Drama*" Two of these 
studies included an examination of The Heiress* by Ruth and Augustus 
Ooets— based on Henry James's novalTTsshingion Square* Illiston 
pointed out that there was a oontrast between the purposes and methods 
of Jams and those of the Qoetses, and that the emphasis of tbs origi­
nal story had been changed* Napiecinski felt that the Qoetses had 
simplified Jams's novel* No other dramatisations of Jams's works 
were evamined in any of these four studies*
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presented on the stage in New York or in London* In addition to the 
thirteen plays, two operatic works have been based on Jssws*^
Of the thirteen dramatisations by other playwrights based on%
Jamas, only eight have been published! Berkeley Square by John L. 
Balderston, The Tragic Muse by Hubert Griffith, The Heiress by Ruth 
and Augustus Goats, The Innocents by William Archibald, Letter From 
Paris by Dodie Smith, Child of Fortune by Ouy Bolton, The Aspern 
Papers by Michael Redgrave, and The Wings of the Dove by Christopher
Taylor.5
The writer of the present study has been extraordinarily fortu­
nate in being able to locate the authors of the other five profession­
ally produoed dramatisations. In every case, the playwrights were most 
cooperative! each one was willing to lend the researcher a typed manu­
script of his unpublished play, and each playwright gave the researcher 
permission to quote from his manuscript as she saw fit.
The unpublished plays which were examined in manuscript form, and 
their authors, were The Turn of the Sorew and The Aspern Papers— both by 
Allan Turpin of London, England; Portrait of a Lady fay William Arohibald
T̂he number of dramati sati ons and operas has been confirmed by 
Paul R. Reynolds, Inc., of New York, the literary agents for James's 
estate.
'’The published plays are listed in the chronological order in 
which they were produced.
k
of Now Tork (who corresponded from Paris) | Rugenia by Randolph Carter of 
New Tork) and The Sumer of Palsy Miller by Bertram Qreene of New Tork.^
In addition to correspondence with the authors of the five unpub­
lished dramatisations, the present investigator received helpful infor­
mation in a oharming letter from the octogenarian Guy Bolton, author of 
the play, Child of Fortune (based on James's The Wings of the Dove). 
Another correspondent who was thoughtfully helpful was Donald G* Brian 
of Ardmore, Pennsylvania* Mr* Brian is a collector of Janesiana, and a 
friend of Leon Bdel's* Correspondence with Mr* Brian was suggested by 
Bdna Cahill of Baker's Plays, Inc., of Boston, whose helpful spirit 
went far beyond anything dictated by professional duties* The most 
helpful and authoritative correspondent of all was Dr* Leon Sdel of 
New Tork University (editor of The Complete Plays of Henry James)* 
Professor Rdel took time out from his heavy schedule to answer several 
otherwise unanswerable questions, and to offer suggestions for other 
sources of information*
The materials of the present study have been organised in the 
following manner* ^ ^
The first four chapters are devoted to James* Chapter I gives 
a brief overview of James and the theatres his boyhood introduction to 
the theatre, and his lifelong playgolng habits* Chapter II presents a 
history of James's playwriting career, including the earliest plays, 
his first produced play, some published plays, and later plays and
T̂he unpublished dramatisations are listed in the chronological 
order in which they were produced.
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productions* The text of the chapter ends with a report on reoent pro­
ductions of Janes's plays* Included in Chapter II is a digest of avail­
able literary and dr anatic critics' reviews of Janos's published or 
produced plays* In Chapter III, an analysis is made of Janes's plays 
as scripts, for the purpose of showing how Janes's playwritlng technique 
developed* His plays are exanlned in four wayst script fomat] subjeot 
and treatnentj literary aspects} and stageability* In Chapter IV, an 
examination is made of Janes's own dramatisations, for the purpose of 
discovering what Janes himself did with material when transposing it 
from narrative into dramatic form, or vice versa*
The last two chapters of the study are devoted to dramatisations 
based on Janes's works, and written by other playwrights* Chapter V 
gives an account of all of the professional productions of the dramati­
sations which have been produced either in New fork or in London. It 
is divided into three seotionsi plays produced in New York} plays pro­
duced in London) and operas based on Janes's works* Included in Chap­
ter V are details about the productions, and a digest of available 
critics' reviews* In Chapter VI, an examination is made of the rela- 
tionahips between the original Jamesian works and each of the thirteen 
dramatisations by other writers* In order to present a complete picture 
of the growth which led to the final draaatio version of the work, each 
section in Chapter VI recounts the sources of James's story ideas (when 
they are known), outlines the plot of the original story or novel, and 
then presents an analysis of the playscript in order to show what the 
playwright did with James's material when translating it into stage 
terms*
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Two tablet are included in the study* Table I, at the end of 
Chapter II, "A History of Janes's Playvriting lfforta," shows basio 
data about each of Janes's playst its title) when it was written) 
whether or not it was published (prior to its inclusion in Leon Bdel's 
Conniete Plays of Henry Janes)) and whether or not it was produced—  
with the number of performances, when available*
Table II, at the end of Chapter V, "Productions of Dramatisa­
tions by Other Writers in New Tork and London," shows essential data 
pertaining to the productions of dramatisations by other playwrights) 
the title of the playj the novel or story by James on which the play 
was based) whether or not the play was published) and the date of the 
production— either in New Tork or in London, with the number of per­
formances, when available*
In the Conclusion to the present study, a summary of the findings 
is presented* It is noted that while Janes himself never achieved any 
real suooess in writing for the stage, five of the thirteen dramatisa­
tions based on his works by other writers have been very successful.
An attempt is made in the Conclusion to disoover whether the suooess or 
failure of the thirteen dramatisations by other playwrights can be 
traced to the Jamesian work selected) to the period of James's writing 
to which the original work belonged) to the proportion of James's dia­
logue which was retained) or to the previous experience of the play­
wright.
At the end of the study may be found the bibliography and two 
appendixes* Appendix A provides biographical notes on the prinolpal ac­
tors in the first professionally produced play written by Henry James*
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Appendix B presents biogrephioel notes on the later playwrights and 
composers who have dramatised Henry Janes's fictional works*
The information in the present study has been limited to some 
extent* Every effort has been made to inolude data on all major produc­
tions of Henry Janes's plays in England and in America* However, data 
on dramatisations of Janes's works by other writers has been limited by 
two criteria* (1) the play must have been professionally producedj? and 
(2) the play must have been performed on the stage either in Hew Tork,
eor in London*0
There has been no attempt to inolude adaptations of James whioh 
have been used in the films, on television, or on the radio.?
?A single exception was the inoluslon of Allan Turpin's one-act 
play, The Aspern Papers* Turpin wrote two one-act plays designed as a 
double bill, and both were based on James* Both plays were presented 
by an amateur club in Hew Tork, but only one of the plays. The Turn of 
the Screw, has been professionally produced (London, I9u6),
aOther productions which have come to the attention of the 
present researoher Inolude Henry Joses's play, Disengaged, which was 
produced by an amateur group, the Idler Players, at Raaciiffe College, 
in 1950* At about the same date (1950), the Epson Drama Group, in 
Epsom, England, produced a two-act play called The Sculptor, by Edward 
Thompson, whioh was baaed on James's novel, Roderick Hudson. (Informa­
tion obtained from undated programs lent to tile writer of the present 
study by Dr* Leon Edel of Hew Tork University* Tha date for the Rad- 
cliffe production was supplied by the Radoliffe Collage Library*)
1)11 Pfa dans La Jungle opened in Paris, at the Thittre Athente, 
on September 2l, 3L9&7 Adapted from James's story, The Beast in the 
Jungle, the play, by James Lord and Harguerite Duras, was in two aois, 
and six soenes* The production was reviewed in Variety frew Tor$ , 
October 3, 1962*
Ŝuccessful films have been made of Berkeley Square (in more than 
one version) . The Heiress, and The Innocents* Tele vial on versions have 
been seen of tEsnejjreea and olrTEoTurn of the Screw (both in more than 
one version), and also of The Wings oTTfaST)ove* One television version 
of "The Turn of the Screw*""Eas been published In Visit to a Small Planet 
and Other Television Plays, by Gore Vidal (Boston* Liitle,"Brown and 
Ccu, 1056)» itadio adaptations inolude James's Pour Hastings. The Spoils 
of Poynton. and Daisy Miller.
CHAPTER I 
JAMES AND THE THEATRE
Henry Janes was born in New York City on April 15, 181*3, Among 
hie earliest memories were recollections of being taken to the theatres 
of Manhattan at the age of eight or nine* At that time, he witnessed 
performances at Brougham's Lyceum— later called Wallack's Theatre, at 
the Broadway, at Niblo's Gardens, and at other theatres*̂  Plays by 
Shakespeare and Goldsmith, stage arrangements of Dickens, and plays 
that have never been heard of again, passed in a golden ha sc before 
his eyes*2
When Henry was twelve years old, the James family went to Eu­
rope, where they remained, except for a fifteen-month sojourn back in 
the States, until Henry was well over seventeen*3 James's teen-age
Ĥenry James, A Small Boy and Others (New York! Charles Scrib­
ner's Sons, 1913), ppT 104-113•
2What these plays meant to James as an old man, in retrospeot, 
is told in the pages of his autobiographical work, A Small Boy and 
Others* James's memory was not always accurate, however* 1 straight­
forward chronological account of James's boyhood (his early travels, 
and his early theatre experienees) may be found in Henry Jamest The 
Untried Years by Leon Edel (Philadelphia! J* B* Lippincott bo*, I??3),
pp. 100-102,and 127-145*
3ln his autobiographical writings, Henry James deliberately 
covered over the temporary return made by the James family to the 
States* James's reasons, and a chronological explanation and proof
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memories, then, vara of Kuropat of European sohoola and tutors, and of 
Suropaan thaatraa. Tha Janas family noTed avary few months, and Hanry 
lived in London, Paris, Geneva, Boulogne, and othar Suropaan cities.
In Boulogne, ona of Janes' s sohoolfallows was a boy with an upturned 
nose, who was to beeons in later years tha famous actor, Coquelin.^
In 1860, tha Janeses sailed hone, never again as a group to stir 
forth* After two more short stays in Europe (1869-1870, and 1872-1873), 
Hanry daoidad to expatriate himself* After a year in Paris (1875),
Jamas made his permanent hone in England*̂  Prom than on, England was 
Hanry Janes's base of operations, with frequent trips to the Continent, 
and rare visits back to the States.
Throughout his life, James was an inveterate theatregoer* He was 
by no means a silent critic in the stalls, and there are a number of 
amusing anecdotes about James's behavior at the theatre, which may be 
found in Simon Nowell-Smith's The Legend of the Master.^ At the the­
atre, Jaws was often accompanied by such well-known people as Jaws
of the facts, may be found in the first voluw of Leon Edel's biography 
of Jaws, Henry Jaws* Hie Untried Years (Philadelphia* J* B. Lippin- 
oott Co., T9537, PP* 13T=T3^•
Kjaaes, A Snail Boy and Others* p* liOl*.
^Leon Edel, Henry Janes (Pamphlets on American Writers, Number 
U* Minneapolis, Minnesota* University of Minnesota Press, I960), 
pp* 12-17*
6Si*on Nowell-Snith (comp.). The Legend of the Mae ter (New 
York* Charles Scribner's Sons, 19b8), pp* 69-72.
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Russell Lowell,7 Edith Wharton,** Alfred Sutro,? Hugh Walpole,^ Fanny 
Kemble,^ or Elisabeth Robins*1?
Janes waa a public critic of the theatre ae well aa a private 
one* He put to uae hia vaat acquaintance with the drama in the many 
essays on plays, playwrights, and aetora which he submitted to maga- 
ainea and newapapera of the day* These eaaaya, stretching from 1872 to 
1901, were collected by Allan Wade and published in 19U8 under the 
title, The Scenic Art*
James1a personal attitude toward the theatre was full of contra­
dictions* He waa a devoted playgoer, and yet he despised the conditions 
of the theatre* He was attracted by the difficulties of writing in dra­
matic form,13 but he abhorred the playwright's market place* Play- 
writing waa a "damnable little art,*^ and a "moat unholy trade."̂ 5
7At one time (1872), James went regularly to the The&tre Fran-Saia "in company with James Russell Lowell*" See Allan Wade, The oenio Art (New Brunswlok, New Jerseys Rutgers University Press, 19U8), p. xlil.
®Nowe11-Smith, ©£* cit*, pp. 70-71* Îbid,, pp. 71-72*
^Ibid*, p* 71* ^Vade, The Scenic Art, p* xvii*
12Nowell-Smith, op. cit*, pp. 69-70* A more extensive descrip­
tion of Henry James's tKeatregoing is given by Elisabeth Robins in her 
book, Theatre and Friendship (New Torki 0* P* Putnam's Sons, 1932), 
pp* 128-133•
^Percy Lubbock (ed*), The Letters of Henry James (New Yorks 
Charles Scribner's Sons, 1920), II, li$*
^Henry James, "A Host Unholy Trade," Being Letters on the 
Prams by Henry James ((Pamlbrldge, Massachusetts] 1 The ScaraF"Press, 
privately printed, 1923), p* lu*
1$Ibid., p. 19.
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Janes v u  repulsed by eotors— as people,^ and by the stupidity of audi­
ences.*̂  Nevertheless, tha drama, aa oontraatad to the theatre, waa to 
Janes a "divine little difficult, artistic, ingenious, architectural 
FORM • . . .•lfl
Although Janes had published three little playlets when he was 
in his twenties, he apparently nade no effort to obtain a production un­
til he dr ana tised his story, Daisy Miller, in 1682— when he was nearly 
forty years old.*̂  At that tine, Janes wrote in his notebooks that 
playwriting was an old and "cherished" dream,2® but when he failed to 
obtain a production for Daisy Miller, he abandoned playwriting for 
eight years. In 1690, Janes enbarked on five years of intensive play- 
writing, and two of his plays received professional productions during 
this period.2*
^"Three Unpublished Letters and a Monologue by Henry Janes," 
London Mercury, VI, No, 35 (September, 1922), U92-L95,
*>7janes, "A Moat Unholy Trade," pp. lb-15*
0, Matthieasen, and Kenneth B, Murdock (ode,), The Note­
books of Henry Janes (New Torki George Braailler, Inc., 195577 pT"?68,
^Details about the three early plays, Pyranus and Thiabe,
Still Waters, and A Change of Heart, and about the Palsy Millerdramati- 
saifon,may be found at wieTe ginning of Chapter II, in the present 
study, (Two of the early pieces were produoed by theatre olubs in 
London, in the 1950's, Information on these posthumous productions 
nay be found at the end of Chapter II,)
2®Matthiessen and Murdock, 0£. cit,, p, 37*
21Thc American was produced in 1891, and Gujr Donville was pro­
duoed in 1595̂  Other Jamesian plays written in The ltĴ O'e were pro­
duoed years later, and still others reached the boards after Janes's 
death. Details of these productions nay be found in Chapter II of the 
present study.
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Although Janos folt by 1095 that ho had motorod tho "whole 
stiff mystery of 'technique,'"22 ^  gava up playwriting for anothor 
long interval* It was not until 1907 that ho bogan again* This tins 
Janes wrote four plays in throe yearst of those plays* two wore pro­
duced within a short tine* and one soon after his death*23
Theodora Bosanquet* who was Janes's secretary for nany years* 
wrote of the author's predilection for drana*
The theatre had both allured and repelled hln for nany years* • • • 
His assertions that he wrote plays solely in the hope of asking 
noney should not* I think* be taken as the conplete explanation of 
his dramas* It is pretty clear that ha wrote plays beoause he 
wanted to write then* beoause he was oonvineed that his instinct 
for dramatic situations could find a happy outlet in plays* because 
writing for the stage is a game rich in precise rules and he de­
lighted in the multiplication of technical difficulties* and be­
oause he lived in olroles more addicted to the intelligent criticism 
of plays than to the intelligent orltlcisn of novels*2u
It Is possible* as his secretary suggested* that the "circles"
which Janes moved in may have fed his desire to write plays* It is
known* for instance* that Janes used to read his plays aonetimes to his
friends t he read the script ̂of Daisy Miller to Mrs* John L* Gardner of
22Lubbook* 0£. cit** I* 235*
Ẑ The High Bid was produoed by Sir Johnston Porbes-Robertson in 
London* in~l909l The Saloon was seen there in 1911f and The Outcry was 
given two performances by ihe Stage Society in 1917— the year following 
Jasws's death*
2Theodora Bosanquet* Henry Janes at Tlork (Londoni Hogarth 
Press* 192U)* p* 20*
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Bostonj2̂  ha raad Mrs* Vibert (later ratitlad Tenants) to Blisabath 
R o b i n s j ^ 6  ^  ha raad Tha Saloon to Edith Wharton*̂ ?
In sun&ary* It nay ba aaid that Janaa waa an inveterate playgoar 
from early boyhood on* In his teen-age years* ha waa introduced to tha 
theatres of Europe* Ha beoane a theatre critic with strong opinions 
and high standards* and he contributed many assays on tha theatre to 
current nagaaines and newspapers* His personal attitude toward tha 
theatre was full of contradictionsi he admired the written form of 
drama* but he despised the conditions of the theatre*
As a practicing playwright* James had several distinct periods 
of writing plays* The first period was in his early twenties* and it 
was insignificant* When he was nearly forty* James dramatised his 
story* Daisy Miller* but it remained unproduced* Then* from 1890 to 
1895* James went through a period of intensive playwriting* and several 
of his plays were produced* Another period of playwriting followed 
after a long interval* This time* James wrote four plays between 1907 
and 1909t three of them were produced within the decade*
Various reasons have been put forward to explain why James wrote 
plays* Frederick V* Dupee has suggested that James turned to playwriting
^Matthiesaen and Murdock* og* cit** p* UU*
^Robins* og* cit** p* 61* (There was no question of Kiss 
Robins appearing Tn tEe"play* for James felt that she was not old 
enough to play the leading role* The reading* then* was an act of 
friendship*)
^Mlllicent Bell* Edith Wharton and Henry Jamest the Story of 
their Friendship (New Yorkt George BrasIIIer, 1965;, p* 157,
1U
in times of crisis, "His turning to the theatre for • quick end con­
spicuous success was • • • a distress signal.Dupes aw James's 
playwriting as a psychological "storm signal advertising a mood of ex­
haustion and uncertainty following a productive period of novel- 
writing* • • • Only at times of apparent failure did the question of 
compensation really come up for him ...
Certainly, James indicated frequently in his correspondence 
that he wrote plays in order to make money, because his books failed to 
sell.3® Interestingly, some of his letters to Robert Louis Stevenson 
not only proclaimed James's pecuniary need, but they also suggested a 
certain shame in the need to turn for success to a lower form of art—  
the drama.31 perhaps the simple explanation of James's secretary is 
the true one, "he wrote plays beoause he wanted to write them ...
V. Dupee, Henry Jamee (The American Men of Letters Series. 
[)few York] t William Sloans Associates, 1951)# p. 1U6.
29Ibid., p. 167.
3°Lubbock, og. cit., I, 162, and 179-181.
31Ibid., I, 177, and 182.
^Bosanquet, og. cit., p. 20.
CHAPTtt II
A HI3T0R7 OP JAMBS'S PLAXWRITUQ EFFORTS
The purpose of tbo proMnt chapter is to recount tho history of 
Janes's playwriting of forts, and to trace with psrtioulsr osro what 
hspponod to thoso plays vhloh aohiSTod productions. Infomation is 
provided about tbs procsss of tbs writing of sach play, its growth, its 
STontual plot, and whathsr or not it was publisbod. Most of tbs lator 
plays wars subwittod to tbsatrieal waaagsaants, and firs wars produoad 
during Janas* s lifstias. Two wars produoad soon aftar his daath, and 
four (ineluding two revivals) wars produoad relatively recently*1
In sons oasas, a faw facts ara known about revisions whioh Janas 
aads at tha request of tbs various thsatra nanagenents* Also Included 
is what is known about casting difficulties, and about rehearsals of 
Janes's plays* Tha dates and places of inportant perfornanoes are 
given, and also a digest of available reviews*
Although tha history of Janes's playwriting nay be found in 
Leon Bdal's The Conplete Plaars of Henry Janes* prlnary sources have 
bean consulted for tha notarial in the present study— except where 
specific oredit is given to Profeasor Idol's distinguished work.® In
*Only regular professional productions, or those given by London's theatre olubs, have been included in the present chapter.
L̂eon Bdel, The Couplets Flare of Henry Janes (Philadelphiai J* B* Lippinoott Co*, lFiW*
16
Sdel's Complete Fliw. the history of tho writing of Jama's plays la 
saattsrsd in twenty-one sditorial prsfaoss or forewords, as roll as in 
tha gsnsral introduction to tbs work. Tha prsssnt study provides in a 
single ohaptar tha asm gsnsral data about tha writing of Jama's 
plays, and it extends tha history of their productions up until tha 
present tine*
For the purposes of the present ohaptar, the developmnt of 
Jams as a playwright has been divided into five seotionst I. The Writ­
ing of the Karly Flaysj II. The First Production) III. Four Published 
Plays) IT. More Plays and Productions (lnoludlng som posthumus pro­
ductions)) and V. Recent Productions.
Table I, at the end of this chapter, shows tha titles of Jams's 
plays) tha approximate date when each was written) whether or not Jams 
published it)3 and whether or not it was produced— with the number of 
performances, when available.
I. THE WRITING OF TOE SARLT FLATS
Pyramua and Tfcdsbe
Early in February, 1869, Henry Jams sailed to England and began 
a Riropean stay that lasted for fourteen months.̂  At som time before
Âll fifteen of Jama's plays, and one dramatic monologue were published in 19U9 in Leon Edel'e Complete Plays of Henry Jams. In addition, that work inoluded fragments *o? an unflnisEedplay, The Chaperon.
**Ralph Barton Perry, The Thought and Character of William Jams (Bostont Littls, Brown and Co., 193&I, l7"5pt.
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laavlng tha United ha had laft a play aanuaoript with Qalaxr
nagaalna, In April of that yaar, tha nagaaina publlabad ftrranua and 
Thlaba. a light ooaady in ona ant, by Horny Janoa.̂  Aa far aa it is 
known, thla playlat, wrlttan at tha ago af tvaot/-six, waa tha firat 
dranatla plaoa by Janaa to appaar in print*
In a lattar ta Hanry, datad Mareh 22, 1869, Villlaa Janaa ra» 
farrad to aa advartlaauant whloh gata notioa of Hanry'a forthooaing 
•dlalogua* In tha April Qajaanr* YUlLau addad a paataoript to hia 
lattar,
QUft) $ ®®6 yvur thing raada vary wall* Battar than whan you raad it te no* Yathar aaya, "Harry haa daoldadly got a gift."®
Tha littla play talla tha atory of Oatharlna boat and Staphan 
Young, who ara naighbora la an apartaant houaa# Oatharlna la a hub la 
taaohar, and Staphan la a journalist. Until tha aatlao of tha play 
baglaa, tha ooupla hava navar not* Staphan annoys Nlaa Vast with hia 
lata and loud oonvaraationa, and with tha anall of pips tobaaao whUh 
oonatantly drifta into bar roan# Sba annoya hia with tha aound of bar 
wualo* Aa tha play opana, tha ooupla aaat aaah othar faaa to faoa for 
tha firat tlna, and thay quarral about hia aaoklng, and about har noiay 
aualo. Than thalr landlord aanda than a lattar abating that ha haa 
aold tha building, and that It will bo naoaaaaxy for than to nova*
Oatharlna and Staphan agraa to join foroaa in hunting for now living
/
%>ranaa and Thlaba firat appaarad In tha Qalaaor. YU (April, 1869), TanTnonfcdnl, and Dan H* laiiransa. A Bibliographyof Homy Janaa (Londons tupart Hart4hnrla, 1957), p* 2s?«
P̂arry, og. alt#. I, 29U«
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quartara* tha plagr Md« with thalr dltoomjr that thagr m U y  ow gat 
alone tagathar oftor all, and a budding rooanoa la obrloualy underway*?
Tha tltla of thia firat plagr, Prranua and Thlaba. alludoa to tha 
wall batwoan tha nalgbbarlng apartnanta, and it la baaad an Shako- 
•Pmm'i 4 KiOtwrnmr MtDrt'i Dr— .
Daaplta Ita aonawhat atlff dialogue, tha plagr baa a carta in 
oharn* it haa nonanta of naatlgr axpraaaad alnpla phlloeophy, but, 
unfortunately, it haa a weak, contrived ending*
Still Hatara
Janaa raturnad to Cambridge In April of 1870* Tha following 
spring, a group of Baaton ladlaa atagad a fair In aid of Pronoh yietina 
ef tha Franoô Pruaalaa oar* It waa dacldad that a littlo papor ahould 
appaar dally at tha fair, and literary figuraa of tha araa warn invited 
to naka contrlbutlona,® On April 12, 1671, in tha aaaond of tha alx 
nunbara of tha Bail eon Paat. a ona-aot play by Hanry Janaa waa printed* 
Tha tltla of tha plagr waa Still Watora.9
ThLa aaaond plagr waa oetenalbly a comedy, but It had a noto of 
aadnaaa running through it* Tha plat haa a raeognlaably Janaalan touch
7Xdal, Complete Plan of Hanrr Janaa* pp. 7U-8U.
^XbM*, p* 87*
ysttll Shtera firat appaarad la tha Balloon Paat* Bo* II (April l3, loll), pp* 8*10* It waa latar raprlatad in Tha Plal of tha Old South Cleok (Beaten), U, Baa* k and $ (Daaanbar 8 anJ 9,18??).Soa Idol and Lauranaa, & Bibliography gf Hanry Janaa. p* 289.
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in its partially unresolved and Lag*10 Whether tha play'a nata of Ma­
turity and sadness oan ba oonnaatad with tha raoant daath of Janes's 
oousln, Mary Tenple, oan only ba oonjoetured about.11
Tha tltla, it 111 Mhtare. aaona to rafar to ona of tha aharaa- 
ters, Horace. Tha plot, too, runs daapar in Ita ronlf&oatlona than 
■ay at firat appear* Thara are three oharaotara In tha ployt Horace, 
Km u , and Felix. "Little" Horace, oho aeoretly loves lana, peroalraa 
that aha la unhappy baaauaa of Felix1 a indlfferenoe* Horace rereala 
to Felix that tho girl la In lore with hi*, and ha talla hi* in auah a 
way aa to play upon Fallx*a vanity* Tha reault la that Felix aeaa 
for tha lovely nodaat girl that aha la, and he deelarea hia love to 
her*
The and of Still Waters leavea tha reader wondering If tha 
natoh la not a nlstake* Felix appears to be shallow, and a bit of a 
ead, and so It seens aa though tha wrong oornara of tha triangle have 
bean joined*
^The text of "Still Waters" which waa reprinted la Idol's Con- pleta Pl«w of Hoarr Janaa was taken fro* the oopy of tha Balloon foot in tKoTlbrary of Oongreaa. (Kdal, Coapleta Plays of Hangar Janes. 
p. 87.)
Te*plo, Janes's ooualn, died early in 1670* Over forty years later, Janes recorded-that tha event had narked the and of hia youth* Tha story of Hazy Tonple'a long Illness and daath la told in detail in tha final chapter of Janes*a Matas of a Frederick V. Dupes (ad*), Hanrr Jansat AntO&loarnj Others i Mataa of a Son and Brother I The Kiddie *oara).~Mow TorkiOrl- ierlon Books! 1&6, pp. 50b-SSSv^Mary ("Mlnal*") Tenpla served as a nodal for MUly Thoala in Janes's 1902 novel, Xtkfl Ififiift S£ the Boys. Tha novel eventually aarvad aa tha basis for dranatlaatlenaoy Ouy Bolton, and by Christopher Tay­lor, and also for aa opera by Douglas Moore* (Details of tha dranatl- aatlons and of tha opera nay ba found In Chapters V and VI of tho present study*)
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In this partially unhappy ending to a lor* triangle problem,
Jm m  foreshadowed aome of hia lator works. in StUX Maters a potan- 
tlal love-natch la epolled by Koraoe'a timidity* In tho play, CKar 
Domvllla. written ever twenty yaara lator, tha poaalbla happlaaaa of 
Trank Humber and Mra* Peverel la aarred by Mr a* Peverel'a unfortunate 
Infatuation far tho prleatly Ouy Danville* In tho at HI lator novel,
Tha Wings of tho Pore. Dona her* a leva for Kate la ruined by hia guilty 
eoneelenoe over tha way they have deliberately uaed MUly Thesis's 
love for him*
k Chang* Heart
Janea wrote a third one-aot play during theae early yaara* In 
the January leeuo of the Atlantia Monthly* in 1672, there appeared a 
abort play in fifteen aoenea, 1 Gjbfiffi. of Heart, by H* Janaa, Jr* The 
divisions of the play wore baaed on the Prenoh conception of ectneo.
Ho Introductory material or editorial ooanonte appeared with the play,^
Despite Ita nany aoenea, 4 Change g£ Heart la no longer than 
either of Janaa *a firat two playa, and, like then, It oalla for a 
alnglo netting and for uninterrupted notion* There are four eharaotera* 
The atory la concerned mainly with the wooing of Margaret, a willful 
holroaa, by an adventurer, Charles Pepperel* Janea oreatea the feeling 
that they will, In a eenee, "serve eaeh other right*" The man1 a 
jilted former flaaode, Martha, happena to be the paid companion to the
“ h. a, Jr*, "A Change of Heart," Atlantia Monthly. XUX (January, 1672). pp* 1*9-60* (The play la reprinted in Kdol'a ComnL Playa gf S n a  Jlnea. pp* 102-U3*
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rich girl's sunt* It first ths jilted girl aeana to expose hsr foraer 
suitor* but* later* sbs dsoidss to reaain silsnti it is she* therefore* 
who has tho ohangs of hosrt rsfsrrod to in ths tltla of tha plagr* Tha 
fourth oharaoter* Robert Stavsley* Is tntarastad In Martha* (Tha aunt 
doss not appaar on-stage.)
Bsfora Janos wrote his naxt play* hs had spant six nors yaars in 
turope* froa theeutunn of lfl?!> until tha fall of 1661* During this 
tins* ha had urlttan Tha Anar loan (tha novel)* Tha luroposns* An Intar- 
national fplsoda* Palar Millar* Confidence. Washington Souara* Tha 
Fwrtt.lt »f » todr. fm»h fwtl «m MowlUtt. «ad Hwrthonn. u  mil 
as several rolunas of talas* sons book reviews, and othsr piaoas for 
aagaslnes*̂
Book In tha Unltad States at tha and of 1661* Janas oonf idad to 
his notebook*
After long years of waiting* of obstruction* I find aysslf able to put into axsoutlon tha nost cherished of all ay projects— that of beginning to work for tha stage* It was one of ny earliest— I had It fron tha first* Ions has given as brighter hopes— none has given as sweeter anotions* It is strange nevertheless that I should never have dona anything— and to a oertaln extent it is onlnous* I wonder at tines that tha dresn should not have fOded away* It cones bask to as now* however* and I ache with longing to settle down at last to a sustained attsnpt in this direction* I think there is really reason enough for wy not having done so beforet tho littlo work at any tins that I could do* ths uninterrupted need of asking nonoy on tha spot* tha inability to do two things at once* ths
U* Min ferslty of Minnesota Brass* I960)*pp* 15-16* and pp* 21-22*
Palsy Millar
(Psnphlets on Aaerlsan Writers* Ruaber
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abssnos of opportunities* of openings* • • • But It was inpoaalbls ht tho tint* and I too* that mj ohanoo would ooas*"~Msrs it isj loi 
no guarJ 14 saorsdly now* Lot nothing dlvirt no ftrcn it • • •
Tho ouddoa and unsxpsotsd doath of Janes*s nothor on January 29* 
I862~en3y a f«w weeks aftor tho above antrj waa nado In hlo notebook—  
provided* in a namor of speaking* an opportunity for Janaa to work on 
hia "ehsrlshsd" project* In tho throo nontho following bar doath*
Janaa nado a play out of hlo story* Da lay Millar* It waa a period of 
tranquility* a tino that Janaa waa to look book on with "a kind of ra- 
llgloua veneration.*̂  Ho took roona in Boston* wharo ha eould work 
during tha daytlne* and ho uaad to walk ovsr to Canbrldgo four or five 
tinoa a wook to dlno with hia fathar and sister.1̂
Pa jay Millar is In thraa acts. Lika tha story on vhioh it is 
based* tha plot eantara around a llttla inarioan flirt* Daisy Miller*^
isIn tho play* Janaa addad two now subplots.
Tha first aot is laid on tha tamos of a hotsl on tha laka of 
Qeneva* Haro Daisy Millar atrikas up an aaquaintanos with tha Anerloan* 
WInterbourne. Daisy is travelling with bar nothar and bar llttla 
brother* and thoy ara aaoonpanlad by a oouriar* Bugenio* Bugonio plana
*V* 0* Matthiaaaan* and Bannath B. Murdook (ads*)* Tha Mots- books of Hanrr Janaa (Maw York* Oaorga Braaillar* Ino.* 1 9 & U pp* 37-
3XI
^Ibid*. p. Uu ^Ibid*. pp. U3-U*.
1̂ Tha plot of Janaa *a story* or novelette. Daisy MU£ar* ia given ia Chapter IT of tha prsasat atudy* *Henry Janas*a ban sranatl- ■atlons** undar Bastion I* Daisy Millar* In tho sans plans will ba found a discussion of tha aitsratlonawhUh Janaa nado whan drsnatli- ing hia story.
*®The plot of tha play bars given ia bassd on "■Palsy Millar*1 in X&B Cowplate PJgQ gf Hanry Janas, ad 1 tad by Laon Bdsl* pp* 120-176*
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to Mk* us* of tho girl to obtain sons of tho Millar family1a nonay* 
Othor oharaotoro at tho hotol Include Vlnterboume's aunt, Mrs* Coa- 
tallO| and har travailing oonpanlona, Charlaa Raverdy and MLaa Durant* 
Another guaat la tha Russian prlnoos#, Madaaa da Katkoff, who la balng 
blaekaalled by Bugenlo*
Tha aaaond aot la laid In tha Pi.no io gardana in Rone, to which 
city all of tho aharaatara have gone* Mariana da Katkoff haa boon 
dallying with Vlntarbouma'a affections* Now luganio Infoma har that 
If aha will ooeupy Vlntarbouma'a tine, aha nay hava aono lnorininating 
lattar# whloh ha hblda* luganio haa boon plotting to gat Daisy Millar 
narrlad to an Italian aooonpilee, Olovanelll, but Daisy haa baan too 
Intaraatad In Vlaterbourae*
As tha third aot opens, In tho publlo parlor# of a hotal In 
Rone, Daisy la recovering fron Ronan favor— which aha had oontraotad 
on a Midnight visit to tha Collaaun with Qlovanelll* HI aa aha ia, 
Delay wlahaa to go out into tha ■tract# to aaa a carnival, and aha 
parauadaa Olovanalll to taka har* In tha naantiae, Mariana da Katkoff 
confasaas tha truth to VLnterbourne, and ha ruahoa out to find Dalay* 
Vlntarboum* return#, carrying Dalay, who haa fainted. In hia arms.
Tha play ends happily with Dalay reviving a# Vlnterbourne proposes to 
her, and with tha ongaganent of Keverdy and Mias Durant*
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Jamas took his play, Daisy Miller, to tho managers of tho Madi­
son Square Theatre in Mow lork.1̂  They apparently expressed intoroot 
in it, and Jama waa flUsd with hopes for a production. After soma 
negotiations, however, the management rejected the play.20
On hia return to London in that sane year, 1882, Janes had 
oopiea of Daisy Millar privately printed,21 and he circulated then 
anong London's theatre managers.22 It ia known that Janea tried to 
interest the managements of the 8t. Janos's Theatre2̂  and tha Hay- 
market,2** but again no production eventuated.
All of this waa a bitter experience for Janea. In hia notebooks
the author recorded,
It interested me ianansely to write the piece, and the work con­firmed all sy cooviotiona as to the fascination of this sort of
19'The Madison Square Theatre waa owned by the Mallory brothers—  the Reverend Dr. George 3. Mallory, and Marshal H. Mallory. In 1882, Daniel Prohmen waa the mnager of the theatre. Steele Maokaye, James's boyhood friend, had resigned the managership in the previous year (1881). See Peroy Maokaye, Rpocht The Life of Steele Maokaye, 2 vole. (Hew Torki Bod and Liveright, 1927J, I, 1*02j and ifard theater Curry, <*8teele Maokaye« Froduoer and Director" (Ph. D. dissertation, Univer­sity of Illinois, 1958), pp. 77-79*
2QDaniel Frohnan, who had been the manager of the Madison Square Theatre in 1882, in a memorandum to Dr. Leon Idol, stated that the play had been rejeoted beoause "although it was 'beautifully written,' it was 'too literary. It had too muoh talk and not enough action.'"(Sdel, Collate Plays of Henry James, p. 117.)
21Le Roy Phillips, Biblioaraahr of Henry James (New York* Hough­ton, Mifflin and Co., 1906), p. S * ----- -----
22Idel, Complete Piers of Henry James, p. 119*
2̂ Peroy Lubbook (ed«), The Letters of Henry James (New Yorkt Charles Soribosr's Sons, 1920)7̂ , 93*
2i*ldel, Complete Plays of Hanry James, pp. 118-119.
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oonpositlon. Bat what it haa brought [ml] to know, both In Mow Tork and la London, about tho Minora and Ldoao of Mnagoro and ootoro and about tha oonditlona of produotton on our unhappy 9t, English stage, la alnoat fatally disgusting and discouraging.2?
Tho original story* Dalay Millar, had firat boon publlahod in
1678 in tho Carnhill Moaottns.28 Tho talo had oauaod a good doal of
oontrororay. trillion Doan Howells* in a lottor addroaaod to Janaa
Russell Lowell, on Juno 22, 1879* said,
Hanry Janaa wakod up all tha wanan with hia Daisy Millar, tho in­tention of whloh they niaoonceived, and thaiWMO boon a vast dloouaalon in whloh nobody fait wary deeply* and everybody talked vary loudly. Tha thing wont ao for that aooioty alnoat divide Itaolf In CkUl Dalay MUlorltoa and antl^alay MUlerltea.*'
During tha next fow years tho talo nado nunoroua appoaranooa in vorioua
oollootlona of Jo m o 'o a tor lea.
la a ploy* Palqy Miller waa publlahod twice (aa well aa being
privately printed by Jo m o). It nado Ite initial appearenoe aerially
In tho Atlantia Monthly— in tho April* May* end Juno laauea of 1883*
whore it received tho place of honor aa tho firat contribution in oooh
loouo. Later in tho aono year* it waa publlahod in book fom by Janaa
B. Oagood (tha publlahor of tho Atlantia Monthly).28
2̂ fatthleaoen and Murdook* og>. cit.. p. Uu
2Sdd and Laurence* og. cit.. p. 39, and p. 31U.
27Mlldred Mowalla (od.), Life In Utters of Million Doan Howolla (Maw lorki Doubleday, Doran and Cot* So., 1926;* I, 57l.
2®Textual dlfforonaoa between tho two publications of Jo m o'a play* Dalay Miller, are negligible* enountlng to barely a doaan wordo altered* aono changes in Itellolalng* and ninor dlffereneoa in a couple of tha stags directions.
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The differences between the piay end the story ere dleooeeed in 
Chapter IV of the present study, "Henry Janes's Own DreaetlsetLone 
Of major interest are the happy ending whloh Jenes invented for the 
pley, ths addition of inportant new characters, end a shift of emphasis 
on oertaln of the characters*
The book reviewers for the Mew York Tines* end for the Mew York 
Tribune* agreed in thslr react lone to the published play* Both of then 
oonaldered it was an artistic nlstake*
The reviewer for the Mew York Tines praised Jenes as a "trained
and skillful author • • • but when it cones to his present task, that
of dramatisation, it nust be oonfessed that his hand has failed hln*"^ 
He gave a grudging nod to the repartee in the play, but he complained 
that the oharaeters all talked alike*
The Mew York Tribune reviewer was more caustict
« s n n n M s
It is the peculiarity of this work that, so far fron being a eonedy for two hours, it is not a oonedy for five nlnutes at a tine • • • • There is always danger, perhaps, in drawing inferences fron the printed or written page as to the effect of a play upon an audi­ence * * * * But it seens impossible to avoid the conclusion that an audience would grow as uneasy under five minutes of Mr* Janes's oonedy as under two hours of It, and it is not difficult, there­fore, to .understand why it was not seen at the Madison SquareTheatre
Beth of these newspaper reviewers showed their familiarity with 
the original story of Daisy Miller* and they had only praise for 
Janes's picture of ths innocent little inerloan flirt who brings scan­
dal and disaster upon herself in the American colony at Bone*
^Mew York Tines. September 9* 1663*
°̂Mou York Tribune* September 9, 1663*
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In tlit light of tht present study, It nay bt that tht Tribunt 
writer pointtd to tht orux of Henry Janes'a draaatie troublt when ht 
atid,
Tht dramatic faculty it a distinct one, and its txisttnct it not ntotattrlly laplltd in tht poeaeeeion of literary gifts, even of thott lulled in fiction. Tht taat qualities which make a novelist's success will endanger hit tuoottt as a playwright. 31
II. THE FIRST PRODUCTION
The American
It waa almost tight years after the Daisy Miller draaatisation
before Henry Janea again tattytd the draaa. In Dtotaibtr of 1586, the
English actor-nanager Edward Cowpton propottd to Jaast that ht should
draaatist hia novel, The American.32 James wrote in hit notebook,
I had praotioally given up wj old, valued, long cherished dreaa of doing something for the stage, for fame's take, and art's, and fortune*at overcoat by the vulgarity, the brutality, the baseness of the condition of the English-speaking theatre today.33
By May of 1889, James had definitely agreed to do the play. He had
already determined that, in contrast to the novel, the play should
have a happy ending.^
By February of I89O, the eeoond act had been finished and aent 
to Compton. 35 At this tine, the title of the play waa The Calif oral ani
31lbid.
32Matthieeeen and Murdook, og>. oit«, p. 99.
33Ibid. %bid., p. 100.
35IWd., p. 102.
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later It reverted to tho tltlo of Jomo*o 1676 novel, Tho Anar lean* Hy 
May of 1890, Janea wrote to hia brother, William, that tho dramatic en- 
torprLso vu new *00 o good and pronlolng footing**̂  Janea aloo told 
hlo brother that now that ho had atarted, ho had aono half-doaen other 
draaatLo projoota In mind*
The four-aot play, aa Janea finally wrote it, opena in Faria, in 
tha shabby aitting-roon of M« Nioche.^ Nodale, hia daughter, ia fin- 
iahing a painting while aha flirta with a via it or, Lord Deepmere* At 
tho ring of the doorbell, Nodale aonda away Deepmere juat before her 
next visitor, Count Valentin, oonaa in* Soon Chrlatopher Mownan, tha 
purehaaor of tho painting, arrives* Valentin and Newman are introduaod, 
and the Frenehnan offora to ahow tho newly arrived Anerloan around 
Parle*
The aooond aot ia laid In tha aalon of a Faria aanalont the hone 
of tho do Bellegarde family* Some flea weelca have paaaod ainoe Valen­
tin, tha younger aon of tho houao, introduood Mownan to hia family,
whloh eonalata of Madame do Bellegarde, hia mother) Urbain, hia older 
brother| and Claire da Cintrl, hia young and widowed alater* Newman 
propoaea to Claire, and ha ia tentatively aeeepted by her family* Lord 
Deopnere, however, foela that ho haa a prior elaln to Claire, ainoe he 
haa juat returned from a trip bank to Ingland whloh waa made expressly 
for tho purpoao of eatlmatlag tho value of hia oetatea for Claire'a
•̂ubboek, og* olt*, I, 162*
^Thla plot la baaed on "The American* in Tho Complete Playa ofHenry James. edited by Leon Idol, pp* 192-238*
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aether* Angered by the duplicity of the de Bellegardes, Deepaere quar­
rels with Valentin, end a duel la arranged*
The third aot takes place in Keenan's Paris house, vhieh Hodnie 
is hslplng hi* to dee crate* Kadane de Bellegarde has changed her nlnd 
in favor of Lord Deepnere's suit for her daughter's hand, and the eld 
lady deliberately insults Keenan by interpreting Hodhle's presence in 
the house as evidence of aa intlnate relationship* In the neantlne, 
Valentin and Deepnere are dueling in the park which surrounds Keenan's 
house* Valentin is severely wounded, and he is carried indoors* The 
dying nan senses that sonething has gone wrong between his fanily and 
Keenan, and he tells the Anerioan that he oust get a fanily secret fron 
Mrs* Bread, the de Bellegardes* housekeeper* Keenan oan use the seoret 
to force the de Bellegardes to give in* Claire is sent for, and she 
arrives just in tine to see her brother die*
The last act takes plaoe at FleuriAres, the de Bellegardes' 
country estate* Claire has determined to take refuge in a oonvent, and 
she is waiting for a carriage to take her there* The housekeeper gives 
Hesnan a letter which Claire's father had written on his deathbed, in 
which he aoeuaed Madane de Bellegarde of nurdering hia* Claire begs 
Kewnan to let her fanily off* In response to her pleading, Keunan 
gives the letter to Urbain* Tha play ends with Claire's deals Lon to 
defy her fanily by nanying Hesnan*
Janes had left a oopy of the soript with his sister, Alice, in 
London, while be nade a trip to Italy* Fro* there, he wrote te her, on 
June 6, 1090, about his satisfaction with the font of the play* He 
felt that he had left nothing to ehanee, and that he had net the British
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production conditions by proriding a script which would run "to a 
minute, including entr'aoteo,"̂ ® too end throe wrier hours Jomo
felt that tha writing of this play had boon "an education* to hia, and
UOho wao looking forward to watching rbhoaroalo In tho ooaiag autumn.
Loon Idol roporto that Janes, booidea attending rehearsals, 
•found hlaoolf ooaching tho aotoro and participating In tho direction 
of tho play,*^ Above all, Janes found It noooooary to teach Conpton
hohow to pound like on Aneriean.
L̂ubbock, ££• Oit«, pa 167•
^Janes's eotlaato of tho tining of hlo script oooao to have boon eeaeohat Inaccurate* Tears lator, Conpton Haokonolo rooallod that In 1690 ho hod boon taken by hlo father, tho aster, Kdward Conp­ton, on a visit to Henry Janos at Do Vera Cardens. "No doubt ho and ay father discussed problons of 'cutting,9 for when Janos had first road Tho Anorloan to the ocupaay at tho Theatre loyal, Sheffield, tho process had lasted six and a half hours I" (Conpton Maekonsle, Liter­ature in IJy Tine. London* Rich and Cowan, Ltd,, 1933* PP* 36-377)According to the London progran, the eventual running tine of Tho Any Loan was two hours and forty a Unites. Curtain tine was an­nounced for 8«20 p«a., and it was suggested that patrons should order "Carriages at U." (The progran is reproduood on p. 187 of Idol's Couplets flays of Henry Janes.)
^̂ Lubbock, 0£, olt.. I, 167-168.
^ldel, Couplets flays of Henry Janes, pp. 179-180.
**Qf ths several original copies extant of tho play which Pro­fessor Loon Idol exsnined, he reports that tho one in tho Lord Ckanber- lain'o office, in London, seeuo to have belonged personally to Mward Conpton, There are oorrootlons in it and pronunciation aids, in paren­theses, in Janes's own handwriting, Janos's pronunciation aide to tho oentral oharaoter— the Aaorinan, Mownan have all been reproduced in footnotes to tho text of "The American," in Idol's Ccnplsto flays of Henry Janes, pp, 192-238,. tramples are. "wauhnt" foruanFP >lawnaw"7or Iona* "Oawd" for Oodt and "Baint-Oernano1 for Haint*Oemain.Those and other pronunciation aids in The Aneincanare disouasod in nore detail in Chapter HZ of the present study, *Ju»aIysia of Janes's flays." In the sane plaee nay be found a description of other attempts at dialect representation used by Janes in his plays.
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Bdward Conpton'a oonpany eurtowarily played nootly in tha pro* 
▼inoos* Tho initial prooontatlon of Tho Anorloan was planned for 
Southport— a rooort toon in tho North* Tho play one thon to bo takan
on tour In repertory, and* finally, to opon in London* Tho load Inf
roloo in tho Southport production woro to bo undortakon bar Idiiard 
Conpton and hlo wife, tho Anorloan octrees, Virginia Batonan*^ Fron 
vory early in thoir association, Janaa had had a loo opinion of tho
anting eapabllltloo of tho oonpany nonbora* Apparently aura of tho
norita of tho sorlpt, Janoa wrote to Alina on Juno 6, 1890, "mediocrity 
of handling (whloh io all, at tho boat, I an pretty aura, that it will 
got) won't and can't kill it • • •
Aa tho data for tho Southport prenldro approached, Janoa waa in 
a groat atato of nereouaneee* In lato Doeonbor ho dinod with Qoorgo 
Du Maurlor at Hanpotoad, and ho requested hia fTiond'a prayers for Tho 
Anorloan* To Du Maurlor ho oonfidod hia anzlaty and hia lank of oon- 
fidonoo in tho Conpton Conody Conpaay*^ On tho day of tho opening, 
January 3, 1891, Janoa wroto to hia literary friend Sdnund Ooaao bog­
ging hin to "spend thia craning in footing, ailonoo and supplication***̂
^̂ Thn Southport oaat la glron by Loon Idol in Tho Conploto Flars of Honrr Janoa. p* 830, aa follows! Mownan- Idward Coupion; Jtarquls—  Sydney raxian\ Valantin—Clarence Blakiston) Daapnora Dudley Wilshawj Mioeho— Toung Stowartj Claire—Jfrs* Conpton (Virginia Batsnaifl j Mar­quise—Misa Slinor Aloklnj Models—Mias Sidney Crowej Mrs* Brood—A11 no Burton) Do Marignan— Harrison Huntor*
L̂ubbock, o£* alt*. I, 167*
**̂J* J* Juaaorand, What Mo Bofoll (Mow Yorki Houghton Mifflin Co*, 193U), p. 108* —
**̂ Lubbo©k, o£* olt*. I, 172*
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A vHk later* Janea wrote to his friend* Mre* Hugh Bell* de- 
•orlblng his fMl Inga on hia firat opening nLght. Watching fron the 
wlnga* tha playwright had experienced a "peonage free knock-kneed
I flung nyMlf upon Ooeptan after the let aots "In boavan'a pane* ia it aolnaf "OolngT— latherl leu oould hear a pin dropl"**®
Than* aa author and aotor oane before the ourtaln at tha end of the
perfbrnanM*
tho applauelve houae anlttod agreeable aounda fron a kind of gae- flarlng lndlotingulahablo dlaneaa and tho gratified Conpton pub- lloly preaoed one'a hand and one felt that* really* aa far aa Southport oould teotlfy to the eireunatance* tha atake waa won*Of oourae it*a only Southport— but I bare larger hopM* Inaanuoh aa It waa Juat tho naagra prorlnolal eondltlona and the United provincial interpretation that deprived tha perfomanae of all adventitloua ’aid*"*
Janea wont on to deaerlbo the Joyful aupper party whloh he and tho
leading playera had had* and he oxprMaed hia own ploaaant aurprlae at
the way In whloh Sdwerd Conpton "oane out" with a better perfovnanoe
than that whloh ho had exhibited at raheareala*
Beoauae Hanry Janaa waa reeegnlaed aa a dlatlngulahed nan of
lettera* publlo ourloelty waa very great about tho Southport opening of
the Anorloan. Tho Hew York Tribune oomapondent cabled that all of
tho fifteen hundred eeata In the theatre had boon a old out a week in
Tho play* of whloh tho leading part waa excellently acted toy Hr* Conpton* waa received fron beginning to and with enthueUan* It






is oupbatjLoally an acting play* full of covenant* llfo and dranatia quality*?©
Lm b  Sdal had tha opportunity to axanine tha Southport newe- 
papera* and ha raporta that thay agraad tha play waa too long* and that 
th. ggglBKi TUltw (fig tad the aSBSfiBSEl UifigSEg Mnttamd 
that Coapton lost hia Aaartsaa aaaant oeeaalenaUy.’1'
Tha diatinguiahad London critic* WLUlan Arohar* want up for tha 
firat night* and ha wrota in tha World.
Personally* I ahould have prafarrad tha play without tha nurdor- atoryi but* plot or no plot* it la a neat intaraating plaoa of work* full of alert and tailing dialogua and incldanta which ahow a toaan aya for ataga effect* Tha firat aot ia tha baat of tha four— a llttla naeterpieoe of exposition* A oartain naladroltaaaa of dovelopnant baoonaa apparant aa tha action proceeds, and in tha flaroa light of tha ataga tha haartlaaa warldlinaaa of tha Harquie and Marquise da Ballagarda cones out aonowhat crudely* • • •?*
Aa for tha parfomanea itself* Arohar only said* "Mr* Conpton'a per*
fomanoa of tha Anarican waa adnirablaj Mrs* Conpton playad Clair a da
Cintrf waxy pleasantly; and tha oonpany, aa a whole* waa nora than
raapaatabla In hia review, Will ion Arohar daf in Italy aneouragad
Janoa to eontiauo to wrlta for tha ataga*
In a private interview with Janaa after the perfornance, Arohar
expressed tha opinion that no Anarican waa tha kind of play that would
ba *nuoh nora likely to have auooaaa in tha provinoea than in London**̂ 4
^̂ Vaw Tork Tribune. January 11* 1691*
^Idel* Counlstc flays of Henry Janaa. p* 189*
^Tha World frondotd, (January 7* 1891)* p« 15«
53Ibld.
^Anna Bobaaon Burr (ad*)* Alloa Janaa. Har Brothers—tier Journal (Haw lorkt Dodd* Hoad and do** ol93k)* pT'lpii.
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Ia aid-January* Janes joined tha Conpton oonpany oat of town to 
re-rehearse amrtl portions of ths play that nssdsd nore "effective 
playing."̂ * Afterwards* Janes wrote to Robsrt Louis Stevenson saying 
that ha was thankful that ha would now haws no furthsr contact with 
tha oonpany until tha London opaning in tha fali.^
In tha aana lattar to R. L. Stevenson* Janaa atatad that ha had 
alraady writtan two nora playa* A nonth lator Janas waa tailing Ida 
brother* William, "I an in tha foTor of dranatie production * • • I am 
working hard and constantly— and an just attacking qy Uthl . . ."̂ 7 
This atatanant haconoa a littls laaa astounding if wa rananbar that 
tha script for Tha Anarioan had bssn collated bafora Juns of tha pre­
vious yoar (1090)*
Tha Anarioan continuad to ba praaantad in repertory on tour in 
tha provinces. Tho Conpton Company playad it usually only on Friday 
nights* and this brought Janaa a royalty of "about j£>-0-0 for sach per­
formance."̂ ® They even want as far aa Ireland* and* laaa surprising* 
to Idlnburgb.̂ ?
Tha Kdinburgh parfomsnoa waa caught by a correspondent of tha 
London Tinas on March 2* 1891* Ha wrote that although tha first act 
waa rather slow* "tha play was reoelved with narked approval by a large 
and distinguished audienoe tat tha Theatre Royal]. Mr. and Mra* Cot­
ton were called before tha curtain at tha oloaa of aaoh act* and twice
**Lubbook* op. cit** I, 177-178. feltid., I, 178.
$7Ibid.* I, 179-180. S*Itld*, I, 181.
^Burr, op. cit.* p. 212.
at the oloae of the loot Porhape the foot that thLa waa Mr*
Conpton'a "benefit night* nay have had an Lafluaooa on tha audianaata 
effuaivmeaa at tha and of ovary act*
Bafora tha London opening* thara were five aajor oaat ohangoe* 
Lnoludlnf tha replacement of lira* Compton toy KILmabeth Roblna* (Mre* 
Compton rellnqulehed tha rola *baaaoaa aha ma with chlld**)^ Tha 
London oaat vaa aa follow* s Wawnan fihwd Oonptoni Morquio" dydnay 
Paxtonj Valontin— Clarenoe Kaklatani Daapncro— C* M« Hallardj da 
Marl gnao— Harr loon Huntari Bloohe--Young Stewart; Doctor— Prod V* 
Paraaiaj Servant—V* 0* Ounn Ingham#j Narquiao da Bellegarde— Kate 
Batonan (Mra* Croaa)) Mra* Broad—J«ou lac MoodLaj Ho<Rla-4drl«nna 
Dalrollee; Slatar of Charity—Mica C* Llndaay; Claire—-Elisabeth 
Roblna
Elisabeth Robins waa a young inarioan aotresa* who waa making a 
nano for haraalf La London toy introducing Ibaan roXas to tha public* 
8ha had aXraady boon aaan in Tha Doll'a House* and Henry Janes* to- 
gathar with Idward Compton* witnaaaad har parforaanoa of Hadda Oablar* 
Bolng vary inpraaaad with har ability* Janee raquaatad that aha ahould
6%iwa frond©*}, Maroh 2* 1891*
^leon Idol* Homt Jagg&s Tha Middle Taara (Phlladalphiat J« B» Lippinoott Co«*l?o2),p* 29j7
®̂The London oaat liat of Inarioan la baaad on tha propan which la reproduced in Rd*l*a Com5uto"yiar* of Henry Janaa* p* 167.Brief toiographiaal notaaontha Comptons* and on the naln nan- bora of tha London oaat* nay bo found In Appendix A of tha preaeat study*
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naat with Conpton to dlaouaa tha poaalbllity of bar playing tha rola of 
Hadana do Cintri la tha London praaantatLon of Tha Anarloon. ̂
Nlaa Roblna haa laft a want, faaaan plotora of Janaa at rahaaraala 
for tha London produotlon. Janaa waa in aonatant daapair am* tha aon- 
pony'a Inodoquoolaa# but ha offarad thm all tha halp that ha eould# 
and ha alwaya oendoatad hlnaalf with patianaa and oourtaay. Tha author 
waa arm flllod with oonoam for tha long haura of rahaaraal andurad by 
tha parfoxnara# and ha would oauaa hanpara of aandwUhaa to appaar off- 
atoga. To Mlaa Roblna# thla aolleltoua traatnant waa lndaad now and 
oppraciotad.̂ 4
At laat tha day of tha London epaning arrlvad. Conpton had 
laaaad tha Opara Coniqua Thaatra# and tha fIrat parfomanoa of Tha 
Anar loan waa glvan on Saptanbar 26, 1891#̂ * bafera what waa "probably 
tha noat dlatingulahad audlanoa tha Opara Coniqua arar hald# fron a
fj.lltarary point of Ylaw," Partly aa a raault of tha faworabla raporta
^Bllanbath Roblna# Thaatra and Frlondahlp (London* Jonathan 
Capa# 1932)# P. 27*
*̂Ibld«, pp. 48-50.
^Hhan f irat praaontad at tha OpAro Coniqua In London. Tha Anar loan waa an a doublo bill. It waa praaadad by A Paad Lattar. a donoatlo drana In ana aet# by ¥. A. Brabnar. In tha oaat wara tawla Ball# tjdnay Paxton# Rarrlaon Huntar# and Vralyn NoMayt thla Inrolwod aana doubla aaatlng for tha aronlng. (Infamatlon baaad on tha rapro- duotlon of tha pragran In ldal*a Conolota Plan of Hanrr Janaa. p. 187.)On tha aaaaalon of tha flrtlath parfornanoa offtoTnarloan. whan tha aritloa wara imrltad baak to aaa a rarlaad waralon or tha play# tha aurtain ralaar waa ohangad to "a now aanadlatta by Hr. IUla Norwood# antitlad Baak and Ira." (Trow tha rarlaw by Willlan Arohar In Tha World CXandaSTT TVmSEar 18# 1891)# p. 12.)
Tortc Tlnaa. Saptanbar 27# 1891.
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on tha play from tha provinces, tha orltioa wara partioalarly anxious
to aaa this "first* dramatic attempt by tha ranownad novelist.
Tha Tinas of London gars Tha American a long and oaraful review*
Tha wrltar was fanlllar with tha novel on wfaioh tha play had baan
based, and ha oownsnted on tha happy anding whioh Janas had subatitutad
for tha final "note of interrogation" of tha book* Ha fait that parts
of tha psrforaanea draggad, and that tha soript could do with sons
pruning* Nevertheless, "With all its drawbacks • • • Tha inarioan is
an lntsrssting and worthy addition to our currant dr aaa* Its faults
of trsatnsnt ara nora than outwaighsd by tha nsrita of its oantral
oharaotar and tha tarsanass and lltarary graoa of its dialogue#"^
Moat of tha eritios wara in ganaral agraansnt with tha Tinas1
wrltar that tha dlalogua waa excellent, but thsy had various raaetiona
to both tha soript and tha psrforaanea*
Mora than ons reviewer fait that tha Motives of tha obaraetsrs
in Tha inarioan wara not olaar* Tha writer for tha Atlantic Monthly
fait that the characters of Nioche and his daughter ware unnecessary
to tha play* they "not nerely lower tha tone of tha pieoe, but oonfuse
its action* • • *"̂ ® Ha also ooaplalned that no reason waa shown in
tha stage version for Valentin to have to fight a dual and die*
Glenant Scott suggested strongly that Janas should have written an
original play instead of dranatising a novel*
When Mr* Janas wrote "Tha inarioan” as a play, ha thought ha had explained everything. He had really explained nothing* Ha had
^ Tinas OLondotj), September 28, 1691*
^Atlantic Monthly, LXVm (December, 1891), 81*7.
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his book well In his nlnd* and forgot that his aud lames knew nothing whatever of tho book* Ho did not "join his flats*”6?
Still* Seott onoourogod Janos to try again*
Cooll Howard* writing for tho nsgaslns* Tho Theatre. oenplainod
of tho mined form which Janos had utlllsedt
in tho oponlag soonos wo aro lad to supposo that wo aro going to enjoy a “society* play* in tho lattor half of tho ploeo wo aro suddoqU plunged Into intonso nolodrona* with a doatb onastod be- foro ovr ayes* followod by tho revelation* in senl«darkaess* of an appalling sad revolting secret*'0
Tho niwstratod London Mow similarly reproashed tho author for having
alaod oonody and nalodrona in tho aaao aoono* Tho Mow York Tinas* In
Its front psgo dlapatoh* alluded to ”a nasa of bald nolodrona” whloh
had boon “pitchforked* into tho story*?1
Tho orltloo wore nixed in their reactions to the noting perform-
anoea* Tor tho noat part* Conpton received high praise* Tho Atlantis
Monthly found hla conception of tho American ”nuoh bettor played than
night have boon supposed possible for an Englishman*"72 The reviewer
thought that Compton had caught the neoessary unworldly nannsr for tho
part* but that tho “nasal tones of tho Anorloan (perml overdone*-71
Clanent Seott thought that Compton did “ronarkably woll,” but ho wished
that an Anorloan aotor* such as John Draw* had boon oaat for tho part*7̂
Îllustrated London lows* XCH (October 3, 1691)* 1*35 •
?̂ fhs Thoatro QioadoiG, XVIII (November* 1691}* 216*
^ow York Tinas* September 27* 1691*
72Atlaatls Monthly. LXVm (Dooanbor* 1691)* 81*6*
73Ibid*
7>*Illustrated London Maws* loo* olt*
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David Chrlstia Murray found Conpton inadequate in tho ooriouo portiono 
of tho rola.7̂  Porhapo tho aoot fovoroblo oo— ont oano Aron tho staid 
London Tinas. "it would bo dlfflnuXt to orar«ostlnato tho valua of tho 
support ho GTmoiG roeoivos Aron Mr. Conpton, whoso inporsonatlon of 
tho tltlo ohorootor is ranarkablo for its koon observation, quiot 
truthfulness, and genial hun©ur."78
Par loss hind were tho oritleisns of tho loading lady* Ilisaboth
Robins. Cooil Howard, in Tho Thoatro. found hor ploying too "laohry*
77nose.* Clonont Soott ignorod har porfomaneo altogothor in his ro-
view. Tho Atlantio Monthly1 s writer said It uas unfortunato that tho
aotroas snployod
tho hysterloel nannors of Xbson's norbid horoinos. Tho fair daughtor of tha old Proneh noblosso . • • is nado to strugglo and sob, to flnttor and writhe, and in gsnsral to oonport horsalf so unliko Vounan's angolio idoal that tho conventionally "happy* «d> ing whiah roplaoos tho sonbro donofllaont of tho novol nates us fool ratter sorry for him than otherwise ... »”
Of tte lossor oharaotors, Louisa Moodia as tho old housateapor
waa pralsod in several quarters for tha power vhLoh sho brought to tte
part. Glonant Soott wont so far as to say that Miss Moodio had rasouod
Jonas Aron onbarrassnont in tha seana about tho droadod fanily soorot,
7Ssvid Christie Murray, ■Tho Ranaissanoa of tte Stags,* Con- tewporanr Roviso. XX (Movonber, 1091), 696.
7̂ Tlnos Kondoj), loo, olt.
^Tho Thoatro Q̂ ondoq), IVIII (Movoabor, 1091), 229.
78AtlantU Monthly. IX7ZZI (Daoonbor, 1091), 0I|0.
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and that har parfomanoa had bun tha •artiatle trlnnph of tha ano- 
79lng«A Mlao Botoaon, aa tha Narquiaa* waa blanad in aona quartoro far 
har ovaraotinci but* on tha othar hand* tha Tlnaa oradttad har with 
hawing aawad Janaa fron •carlaatura.*®0
Two af tha aritlaa nada a point of ronarking that tha aotora 
araatad tha wrong atnoaphara for tha faubourg St* Oarwain* Murray 
earpadf "tha ariatoarata of tha faubourg aro anliatad obrloualy fkon 
tha ranka of tha bouraaolalo.*^ and ha apaeifieaUy found Miaa Babina 
laaking in “aaaia** Olanant Soott cioananitart on tha Xaok of oontraat 
batwaan tha anting of tha Bohaniana and that of tha wall-brod inhabl- 
tanta of faubourg St* Qomaln.®2
Tha Anorloan anjoyad a raapaotabla London run of owar aavonty 
porfomonaoo.^ On tha aaaaaion of ita fiftiath parforuanaa, Janaa 
and Conpton did a atranga thing* Thay lnritad tha oritioa baak again 
to aaa a now varalon* Thla tlna, Will inn Arohor, writing in tha Horld. 
aiidi
Mr* Maury Janaa haa rawrltton tha lattar half of tha third aat of Tha Anarlaan. iananaaly to ita advantaga* Ho haa introduoad aa lnporiant aaana batwaan Homan and Madoaa do Clntrd, in whloh aha hinta at tha raaaona of har apyarant flaklonaaa* and inploroa har
7*IUnatratad London Howa. loo* alt*
^finaa QiondoiQ, loo* clt.
M̂urray* a£* alt** p* 699*
**Hlaatratad London Iowa, loo, alt.
^Alloo Janaa in har Journal aaid that thara had baan aawantyw alx parfonaanaaa (p* 2U5)* Laon Hal, in Tha Conalata flora of Honrr Janaa. giwaa tha nunbar aa aawanty (p. 190U
la
lover's forgiveness* * - * Dio mot now slooms most effectively with the death of Valentin*®*
The m w  soene* said Aroher* gave m aotlvmtlen— whieh hmd formerly been
looking— for Claire's behavior* mud Miss Robins played thm now sosm
•with mMirmble slnosrlty of emotion**®'*
After tho London closing* tho Conptons kept Tho Anorlomn la
tholr roportolro on tour* A year later* tho play wms still hoing given
In tho provinoeo* bat ILLsmboth Robins wms no longor la tho emst*®̂  On
Novoabor 7* 1892* Joans wrote to Miss Robins to tho sffoot that ho hmd
now ooaplotod m new foorth mot for tho play*
Thmnks for your inquiries mboat tho now Itth mot of 'Tho Aaerlemn'* Too— it is finlshod* bat ssao of fttoQ mltormtiocs (slight bat ln- dispsnomblo) la tho previous ports* to fit it* mro not* I go on tho lUth* hswowor* to Both* to note ovsr tho wholo mad mgr wiowo mad tdoms on it* to ths omgor intorprstors* It will (tho now mot—  of ooasdyll) bo ployed for tho first tins on tho 18th* mt Bristolt but I probably shall not son it till Friday* Doooabor 9th nt Croydon*”
A typosorlpt of tho now fourth mot wms found aaoag Janos's 
pmpsrs* Loon Idol bms roprodaood this sopmrmte met la Tho Ooaplsts 
Plays of Henry Jmaos— dospito m total of flwo aissing pmgos* Tho 
writer of tho prossnt study amdo m omrofnl examination of tho oooposite 
worolon of tho oarllor texts provided tqr Profossor Idol* and oonpmrod
®\hs World London) * (Xovuaber 18* 1891)* p* 12*
8*aia.
'Sa Iu i  oit** p* 73.
®̂ Ibld*« p* TU* (Jmaos Invited Miss toblas to moo tho now fourth met with hla nt Oroydon* but* uafortunmtely* oho gives no mo- eount of any mash thomtrioml visit— oithor than or at may othar date*)
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It with tte extra and Inter fourth nett It is evident that tte mom- 
mx7 Changes te uhioh Jam alluded* la tte above quoted latter to MUo 
hob ins | would have ted te have boon aado la lot IH la ardor to note
Moonoo of tte now fourth set.
It to of oonoLdorablo interoot te ten thla tangible orldonoo of 
James's approach to hlo script* Iron after lte London production*
Jones treated tte aater&al of hie play aa a malleable substance* Thla 
attitude on tte part of tte author toward hla product la aeon again* to 
acne extant* la tte development of hla later play* Tte Hite Bid* 
Jamesian aoholare will reoognlso aa a trait tte norollat'a daalro to 
improve and revise hla works after ttelr first publication*
m .  FOUR PUBUSfflD PLATS
Tte fIts yuan following tte appearance of Tte Anorloan wara 
vary productive la tema of tte mater of oorlpta written by Janaa* 
Pour playa of thla period wore publishedt they appeared la pa Ira simul- 
tanooualy on both a idea of tte Atlantic.®* In 109U* Thaatr<-*lg« Two
In tte original script* Talent in died off-ataga in Act HI* Idel roporta that la tte ascend vara ion* presented la Mevehber of 1091* Talent la died en-etage (la Complete Plays, p* 190)* (Thla la confined by tte review la Thf World* lovoabor lo. 1091. white la quoted on pagaa 1*0 and 1*1 of tte praaent chapter*) In tte at ill newer 1092 version Valentin la on-stage in tte fourth act* and te la recovering nicely froa hla wound* Thus It la obvious that Act in oust have anted lad a major ohaage centering around this character* Similarly* sons pre­vision nest have teen node to give Keenan tte terrible family secret—  though not tte proof* tte "evidence*-.bof ore tte action of tte fourth act aa It was written la tte (1092T) typescript*
®*Le Roy Phillips* £ Bibliography of tte Waitings of Henry Janaa (Mew Tories Houghton Mifflin anaCo** lyû T* PP* 50-51.
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Comedies (Tenants, and Diasnga— d) was published, and in 1895, Theatri- 
oalat Second 8— ita (Tha Alb— , and Tha loprobato) appeared.?0
To Ja— a, tha publioation of tbaaa plays was an adnlaaion of
defeat*?1 In a nota prafaoad to tha flrat volume, tha author says that
all four of tha plays were
conceived and eonatruetad wholly In tha light of poaalbla repre- aantatlon • • • in partioular oonditiona . • • (and with] dafaranoa to a theatre, to a ooqpany, and espeoially to tha praau— bla interpreter. 9?
Tha Frafaoa to tha aaoond rolu—  waa nora extensive. In it,
Jama daaoribad tha triala of tha novelist who endeavors to confine
hi— alf to tha limitations of tha dramatic form* Ha expresses tha hopa
that young, inexperienced writara may banaflt from tha—  publiahad
experiments, or "axerciees," of hla*
To traat a "big" subject in tha intsnwly au— ariaad faahion de- mandad by an evening's traffic of tha ataga whan tha evening, fraaly clippad at aaoh and, la raduoad to two houra and a half, la a faat of whloh tha diffleulty loo—  larga to a wrltar aoous- tomad to tall hla story In another form. . . . ha haa if poaalbla a van nora to unlaarn than to laarn . . . .93
Tha story of Tananta. tha first of thaw publiahad plays, can 
moat claarly ba told in tar—  of tha lass important eharaotara whose
??Leon Idal haa raproduoad tha wripta of thaw four plays in his oollaotion, Tha Co— lata Mays of Hanw J— aa. Tha wrltar of this study haa awarinea tha originals anSThae found no obangss othar than in tha typa usad, and in tha layout of tha pages.
^Hennr Ja— a, Theatricalsi Two Co— dies (law Tories Harper and Brothers, 189U), p.
^ I b id ., p . ▼.
?*Henry Ja— a, Tbaatrioalai Saoond Bariaa (New Tories Harper and Brothers, 1895), p* vii.
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lorn story n m i  as * subplot, Ilghtaan-yaar-old Mildred is an or­
phan, and ah* liras with har guardian, Sir Frederick Byng, By tha 
tarns of har fathar*« will, Mildred haa aa 1nan—  of £7,000 a year, hot 
oho will net ha of ago until aha la twenty-two, Sir IrtdarUk'i m ,  
Noruan, la in lore with Mildred* Baoauaa ha la a oonsolously upright 
Hn> Sir Frederick foara that paopla will aeauaa hi* of furtharing hla 
aon* a ault) ao ha aonda tha young nan away to India, and ha aaka tha 
eoupla to wait for four yaara ao that Mildrad nay hare a obanoa to 
naat othar young non and really ohooaa for haraaXf •
Vlth Noman out of tha way, tha playwright lntroduoaa hla wain 
charaotar, Mrs, Vlbart, Thla faahlonabXa lady praaonta haraalf at Sir 
Frederick's hona, and aha aaya that aha wanta to ront tha Xodga on tha 
estate, Sba la aooonpanlad by har grown aon, Clauda, and a tutor, Cap- 
tain Lurohar, Slnca CXauda la far too old to naad a tutor, thla para on 
la rafarrad to aa a opraeoptor" or adrlser, Captain Lurohar la raally 
tha Tlllaln of tha piaoe, It aaana that Mrs, Vlbart and Sir Fradarlak 
wara lorers during thalr youngar daya, and that CXauda la aotually tha 
lXXagltlnato aon of Sir Fradariok, CXauda la In lgnoranoa of thla 
faot, and Captain Lurohar uaaa tha Information to hlaahnalX and eontroX 
tha nother.
It baoenaa arldant that tha ronantlo foaling batwaan Sir Frad­
ariok and Mrs, Vlbart la by no naana dead, At tha a ana tins, Clauda 
pays court to Mildrad, and Captain Lurohar urgaa tha young nan*a ault 
with tha uXtarlor aim of controlling Mildrad*a fortune, Mildrad oablaa 
Moman to ooas hona Arm India, Tha axllad son raturna Just in tins to
us
tear tte armouneonent of hla fatter*a engaganent to Mra, Vlbart, and, 
following a quarrel with Clauda, lorman ola&na Mildrad aa hla own*
Tho plot of Tanaata waa euggoeted to Janaa by a ahort tala, 
"Flavian,* by Henri MtoUre, whloh appaarad in fca tewua daa Peun Mandoa 
In Mowanbor of 187U*^
Tha ldaa for tho aooond play In Jaaaa*a 109U volune, Plaanaaood* 
waa originally euggoeted by an anaodoto told to tha author by Fanny 
Kenble* Actually, Janaa uaad ter atory twice* Flrat It carved aa 
tha baa la for hla tala, Tho Solution*^ Than, lator, Janaa uaad hla 
tala aa tte baa la for hla play, Plaanaaaad*^
If tte plot of Plaanaaaad wara explained In all of Ita datalla, 
tte aaoount would ba vary long lndaad, and It would probably ba qulta 
eonfualag* In brlaf, tte play nay ba aald to ba eonoornod with two 
problana* Flrat ttera la that of young Captain Prina and a aonowfaat 
atupld girl, Blandlnat Blaadlna'a nothor la noat anxloua that ter 
daughter ahould gat narrled— te anyone* Second, ttera la tte problan 
of a ooupla, Sir Montagu Brlakat and Lady Brlakat, who nutually
AL7*Janea nantlonad hla lndabtednaaa to KlrUra In a prafatorynote whloh appaarad in tte original 169U publloatlon of ThaatrlaalaiTwo Conedlea* an page vi* A aonaldaratlon of tte relatlonahJi|> batwaanUrUraUHory and Janea'a dranatlo vereion will ba found In Chap*tor IT of tte praaant atudy*
K̂atthlaaaan and Murdock, eg* clt,» pp* 95-96*
^Tte Solution̂  f irat appaarad In Tte Mow Barlow in throwlaauaa, Paoenter 1869, January 1890, and February TByBT* Lator tteatory waa reprinted in tte firat edition of Tte Loaaon of tte Maatar(Mow Yorks Maonlllan and Co*, 1092)* [idol ana Laurence, Itbjlogra-thor of Manry Janaa* pp* 66, and 32U.]
^Tte tala, Tte Solution* and Janoa'a dranatlsatlan are oooparadin Chapter IT of tte praaant etedy*
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dlatruat aaoh othor* Tha wifo auapaata tha huaband with a houaa guaat~»
tha wary attraetlva widow* Mra* Jaapar) whila Lord Brlakat quaatiaaa
hla wifa*a frlandahlp with anothar guaat* Trafford*
Aa a joka* Trafford and hia frland* Corarloy* triok Captain
Prlna into gabbing angagad to Bland Ina by parauading hla that ha haa
oonproaiaad tha girl*
All la atraightanad out* howuwar* through tho nanauvaringa of
Mra* Jaapar and Lady Brlakat* At tha piay*a and, It la Trafford who
flnda hlaaalf afflaaoad to Blandina* aad Captain Prina la ongagad to
Mra* Jaapar* Tbaaa arrangananta aarwa alaa to allay tha autual aua-
plalona of tha Brlakata* Tha tltla of tha play rafara to tha auaoaaa-
ful brooking off of Captain Prlna'a angagaaawt to Blandlna*
Mhon Thaatrioalaa fiffi Conadlaa waa publiahad la IB#*, tho
litarary rawlawura aaoaad* on tho whola* aonawhat dlaappointad* Tha
Motion fait that Janaa'a pollahad* artlflaial dlalogua would raquira
brilliant playing In ordar to ba parfomad at an* Tha wrltar raaarfcad*
tha raadar oan onjay tha anoottanaoa and naatnaaa of thalr litarary atyla* tha oonpaot and forelbla axpraaalon* and tha honor* whloh la of far flnar quality than that ourrant in tha eontaaporary thoatro* aran If It la not alwaya qulta ao apontanaoua aa It night ba#'®
Ha fait that Tanaata waa tha battor of tha two playa* aran though tha
aubjaat waa not "agraaabla*11 nor tho outeona aonwlnaing* Of Plaanaaood«
tha aana rarlawar oonplainad* "tha plot la too inwolaad and tha final
aolntion la not aatlafaotory or raaaonabla**99
90tha Motion* LYI1Z (Juno 28* 189U), k91.
"ibid** p* b91.
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The rrriwin for both tho Crltto and tho Dial found tho plays 
nodo onoolng reading, hot both gentleman expressed doubt that tho plays 
oould bo suooossfully performed* Noro willing to give Janoo tho bene- 
fit of tho doubt waa tho literary World of Boston, whloh espressod tho 
▼low that tho plays noodod *tho aooonpanlaont of look and t©ne*“*°°
Tho wrltor for tho Orltla complained that tho plays worn defi- 
oioat in dranatlo value* Ko wroto that tho two oenodioo woro laoklm 
In “action, progressive dranatlo interest and plausibility of 
motive*"*01 Ha folt that tho Intrigue of Ploonnaaod “would not boar 
tho tost of orltiaal anamination • • • *"102 Similarly, tho Hatlon 
▼olood lto objection to tho oonfusod plot and woak motivation* In ad- 
dltlon, tho lotion oallod attention to tho “leak of dranatlo and tho* 
atrieal notion* in both plays*10̂  Thla Pennant Boons to bo in alight 
opposition to tho Dial1 a labelling of tho notion ao “preposterous*"*'0** 
Ao for the oharaotora in general, tho Motion found then to bo 
"familiar stags aodolo" whose treatment was governed by “theatrleal 
exigency, especially In tho natter of exits and entrances «"*'0'’ Tho 
writer for tha Critic hold that despite sons olever sketching, Janoo 
had loft the true character of Mrs* Vlbart in doubt, and that Sir 
Trader ink Byng was entirely too Inconsistent* Further, this erltle
*°*V.itorary World. XXV (June 30, 189U), 202.
*‘°*Ths Critic. XXIII, Mow Series (January 12, 1695), 36*
10gIbld* *°̂ Tho Mat ion, loo* olt*
10S w  Dial* XVII (September 1, 109U), 12$.
Motion, loo* olt.
1*
observed that Ja— s's oharaatera failed to reveal tha— elves la 
aeti— *10*
A ao— ant whloh Might have ao—  slight significance la showing 
tha ralatioaahlp bat—  Janes's plays and hla atorloa la that of tha 
Dial reporter,
Zt la not hard to live a notion of thaaa plays of Nr* Ja— a«Iaaciaa any of hla atorloa with everything but tha conversation out out, and yon will have ao— thing not — like fthen) • • • • Tho dia­logue has tha vaoal ultra-delicate flavor, tha notion (where ana dlooovers It fron tho enignatle wttoranaoa) la usually preposter­ous, and aa to tha oharaatara, ao far aa one ventures to Infer, they are extraordinarily conventional and colorless**0'
It will bo ranonbored that Janaa, in tho Preface to Theatricalsi 
Two Co—  dlaa. indicated that tho playa wore apes tally written to ault 
oertaln actors and oonpaalaa* Tha reviewers for both tha Nation and 
tha Critic expressed the opinion that thla la aa unwise procedure for 
a playwright to follow* Both orltlee deprecated tha practice, not be­
cause of Its effect upon the playwright, but because tha tailored play 
encourages tha perpetuation of a star personality to tha detrleant of 
the true art of acting*
In 1895, Theatricals! Second Series, tha second volu—  of 
Janaa'a unprodueed plays, was published* Again, both plays ware 00— - 
dlas, and both wore realistic in setting and in general traatnent*
The flrat aot of Tte Alb—  la laid in tte country house of tho 
rloh and dying Nr* Bedford* Bedford la never ao—  in tha play, but hie 
fortune serves as tte chief — tlvatlng factor* Sir Ralph Da— at, a 
bachelor ooualn of Nr* Bedford and hie euppoeed heir, arrives fr—
1(*Tte Critic, loo* olt* *°̂ Tte Dial* loo* olt*
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London, and ha la promptly pureued by two lady guaate at tha houae* 
Aaothar cousin, Mark Barnal, la believed by tha family to have dlad 
yaara a<o In America# Quit# ooincidentally, Mark new turns up at tha 
houaa* Only Sir Ralph and Bedford1 a eeeretary, Oraoe, loam of hla 
presence* Tha laoal Tloar aaka Sir Ralph If thara are any other rela­
tione living beeldea himself. Sir Ralph atataa that thara are not, 
and Mr* Bedford aakaa a new will leaving everything to Ralph*
The reat of the play la laid In London, and It la concerned with 
Grace's efforte to poreuade Sir Ralph to give up that portion of the 
lnherltanoe whloh ahould have ooee to Marie* Sir Ralph bellevea that 
Oraoe la trying to force hla Into marrying her* The two lady gueate 
have followed Sir Ralph to London, and they are openly trying to cap­
ture hla for aatrlaonlal purpoaea* Rvantaally, Sir Ralph glvea up the 
fortune aa hla only nothod of eaoape, and Oraea la to many tha now 
rich Marie*
Tha atory of The Reprobate oantara around thirty-year old Paul 
Doubloday* Paul la completely dominated by hla atepaother and by hla 
guardian, Mr* Bonaor* Sana ten yaara prior to tha action of the play, 
Paul had run off to Parle with a singer, Nina* The young nan had been 
brought back to ftiglanri by hla late father, and ha had been convinced 
that he waa baaloally immoral* Paul firmly beilavaa now that ha la 
incurably wleked, and that ha neede to ba guarded agalnet hla own low 
inollnatlona*
Bonaor'a nieoe, Blanohe Amber, arrivaa to atay with har unole* 
She la attraotad to Paul by hla dangeroua reputation* Mr* Bonaor wanta
50
hit nlM« to narry Pitt Brunt— a young and stuffy tabor of Farllaaont* 
Pitt trloo to bo oharwlng, but Blanoho finds bin boring*
Paul's stopaothor wants to narry again* Hor hand Is bolng 
sought by a Captain Ohantor* Nina, tho slngsr fron Paul's past* turns 
up* Captain Ohantor has boon larolrod with Kina quits rooontly, and 
aho throatsns to oxposo hin* Howovor, Hina soon boowass Intsrostsd In 
Pitt Brunt— tho young tabor fron Southport, and tho stags Is sot for 
anothor happy ondlng* Mina will obrlously got hor willing vlotla, 
Pitt} Mrs* Doublsday, Paul's otopuothsr, will aarry Captain Chantor} 
and Paul and Blanoho labor aro obviously In iovo too*
Tbs roaotlon of tho book rovlowors to this sooond voluaa of 
Jonos's unproduood plays was again ono of dlsappolntuont* Tho Dial 
found tho plays noro lntorsstlng than tho two provloualy publlshod 
on* a, but tho rorlowor oxprossod his Irritation that Jaaos, who was 
oapabls of writing "such captivating things • • • should writs suoh 
stupid ©nos." Siallarly, Tho Bookaan's rovlowor ooaplalnsd that 
nolthsr play was oqual to Janos's storlos*^ Tho Crltlo ooaaontod 
that tho plays worn not llkoly to add to tholr author's roputatlon, and 
that tho unnaaod producor shewod prudonoo In not staging tbs plays
Tho Alteua and Mg Boprobato woro rogardod as "satlsfaotoxy ax- 
porlaonts," and "rooooaondod to thoso who study tho droaa— at hoao* by
10aTho Dial. XTHI (March 1, 1895), 156.
109Tho Bookaan. VII (January, 1895), 120*
^^Ths Crltlo* 2ZVI, Mow Sorias (Movsahor 28, 1896), 3l*0-3Ul*
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LaurMM Hutton| writ lac 1* Hotpot*! Monthly.1̂ 1 Liko nost of tho re-
Tlwtrii Hutton questioned how well tho playa oould bo acted.
To ono student of tho otafo« frou tho front of tho etaco, tho two velwnee of oenodtoo which Hr* Homy Janoo hoc recently pub­lished, under tho nano Theatricals. oonto&a a ooXlootion of words, to whloh io attaohod a ouccooiiô of doodo la italioo and la square brackets* Ho roallsoa that they aro cood worda, woll put together, full of slfnlfloaaooi that, aa a aorioa of taloa told la tho fora of dialogue, tho "Theatricals* aro oaoollont road Inc— br ifht > sparkling, brilliant, woll worth oaroful study, woll worth preserr- inc. But aa ho roado thoa ho la utterly at a loco to know how they would aot| how tho whole pace* of short, anappgr aontanaoa whloh hla eye followa would appeal to hla oar if they wore apokan upon tho a tape with tho aotiona auitod to than* In tha entire aooond aoono of "Diaeacaced," tha oharaotora hardly utter flow oonaoeutlwo words— tho awerage la nueh less—while tho a tape directions, which, aa haa boon aald, noaa ao anoh and express ao little— In print—  occupy quite one-half of tho printed nattor*U2
Hutton porhape exaggerated a little to aako hla point, but aoat of tho
apooohaa aro actually wry abort, and tho ataco dirootIona do aeon long
in plaooa— oapoolally la tha aooond of tho two playa In tho volune*
In canoral, tho erltiea crantod that tho playa had a certain
literary value, but that their quality had boon injured by tho oondi*
tlona under which they had boon written* Jaaaa*a preface to tho aooond
volune had reflected tho torture of tho novelist who auat confine hin-
aelf to tlao 1 ini to, and to other practical donanda of theatrical
production* Like their prodeeoeaere, theae two playa had boon writton
to order* Ono reviewer oonontod, ■Fitting playa to eoupanloa la aero
tailor-work, a shocking waste of real talent and a terrible enoourage-
nent to bad acting***̂  Another oownentator found Janos's preface *aa
^Harper's Monthly* 2C (March, 109$), 65U~6up* 1*
^Ibid*
U %ho Matlon. LX (January 3, 1095), 18»
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good alnast m  on* of hit olsrarast analytic stories, • • • ttt oon- 
atltutad * iuMIi and auggastlra or it to Ian of tha dranatlo art aa 
wall."^*
Tha Litarary World found that, Ilka Janaa'a norals, tha playa 
wara "essentially undranatin,"1̂  while tha Motion eonplalnad of tha 
faahlonaaa of tha playa in ooneaptlon and la oenstruotlen* A eontrast 
nay ba aaan in tha ooananta of tha London Tlnaa1 rarlawar who fait that 
tha playa wara nera dranatlaally oonatructad than thoaa whloh had ap­
paarad in tha flrat roluna, Further, tha Tlnaa axpresaed tha wlah that 
aana eontaaparary dranatlata would atudy thalr Henry Janaa in ordar to 
achieve a hlghar standard of play writing,
Tha gonoral raaatlon to tha plata waa that thay wara too in- 
probable, Ona reviewer fait that tha waaknasa of tha atorloa lay In 
thalr "unreality,"117 and anothsr orltlo wrote, "Both In plot and In
thalr eharaotara thay ara curiously artificial, unllfellka, and ax-
HAtraTagant far tha lnrantlona of a atudant of nodam society,"
Janaa'a aharaotorlsatlons received oanfliotlng oownanta. Qua 
rarlawar ranarkad, "The oharaatara hara tha apaaah, but not tha nannara 
or tha habits of tha class to whioh thay profaas to balong, Thalr 
aotlons ara puraly thaatrlcal, natural notion balng aubordlnatad an- 
tlraly to tha exigencies of tha daslgnad situation."11̂  Lauronoa
^^Tha Bootaan, loo, olt.
litarary World. OTI (March 9, 1895), 76.
^ T̂lnaa pandaifl , Daoanbar 6, 189U.
U7The Crltlo. loo, alt. ^®Tha Motion, loo, olt.
^Tha Crltlo. loe, olt.
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Huttonv reviewing both volumes a lnultaneously, praised Janoo apeoifi- 
oally for hla oreatlon of Obtain Prime (Disengaged), Toddy Ashdown 
(Tho Album). and Mr* Bonaor (Tho Reprobate)« they wara "human beings, 
and that la aaylnc much for tho oroatlona of dranatlo «rt»#^° Tho 
wrltar for Tho Bootaaan frankly enjoyed tho "unrestrained extrava­
gance" of tho characters* behaviors ho found tho playa "frankly farol- 
oal," and ha aaid that ho had laughad hoartlly at tha oharaotora* 
"ronplng vivacity*"121
Some of tho reviewer* nado apooLflo oonnanta about tho Individual 
playa. Of The Album. tho wrltor for tho Crltlo nagaaino oonplalnad of 
tho fltnalnaaa of tho atory# and of tho "fareieal troatnont anployad in
199•any of tho aoonoa*" In tho Motion* tho following count appaarad,
Mr* Janes's wanoganant of tho whole taatanontary bualnoaa la unoon- vlnoing, whlla tho baronot and hla fonlnlno poraooutora have aoarooly a touoh of aotuallty In than* Tpe haro and horolno ara noro human, but thalr troubloa fall to oaealto sympathy, baoauao thay arise aalnly fron that unnatural aupproaalon of foot whloh la ono of tho oldest devloes for Maintaining stage oonpl loot Iona *123
Thara waa sono dlsagroanont aa to tho relative Merit* of tho two 
playa* Ono reviewer found tha thene of Tha Reprobate "atlll slighter 
and loss reasonable* than that of The Album. w h u .  another orltlo 
bollovod Tho Reprobate to bo tho cleverer of tho two plays
As for tha aooond play. The Reprobate, tho writers for tho 
Crltlo and tho Motion found sono of the character aketohos amusing—
  %
^^W p o r U  Monthly, loo* olt* 121The Booknan* loo* olt*
122Tha Crltlo* loo* olt* ^The Motion« loo* olt*
1Zl*Tha Crltlo. loo* olt.
12 ̂Literary World, loo* olt*
particularly that of tho stodgy young Kaabar of Parllansnt* Howsvsr* 
tho Motion oonplalnsd that tho oontral figure* tho Raprobata hluaelf* 
waa too fantastic* Tha orltlaa for both of thasa journals suggested 
that Tha Reprobate belonged to burlesque ratter than to sonedy* Tte 
reviewer for tha literary World aald that tha sharastsrs all eooned to 
ba oarloatures, axoopt thasa whloh wars *lay figures**12̂
Tte rorlawa of Janes's aaaond voluao of Iteatrlaala whloh ap-
paarad In tha Dial and In tha litarary World wara datad in Maroh of
1095* This waa sons two aonths aftsr tho January 5 opening of Janos's
Our Donvilla in London**2̂  That production had oaussd a naar riot In
tha thoatro on opsnlng night* and tha oontrororay orar tha nsrlts of
tha play had boon transfarrsd thsraaftar to tha proas* It la interest*
lng that tha ganoral oonfllot of opinion about Quy Donvlllo is re-
flaotad In tha two reviews of Janaa'a publiahad playa just cl tod* Tha
litarary World rsfsrrsd to Janaa'a rsosnt play whloh had boon "hissed
off tha boards In London*"̂ 2® Tha Dial* on tha otter hand# said of
Tha Albun and Tte Raprobata*
Ona la tenpted to wondar whether* if thay had bssn glwan In publle* thay would haws not with aa striking sueoaaa aa that attsnding tho production of Mr* Janos's meant {day at tha thsatrs of hla patron saint fete St. Janaa ThsatnQ
U<IWd.
^Ita atory of tha (tar Donvilla production will ba found at tha opsnlng of tha nsxt ssotlon of the praaant ohaptar of this study*
^ L̂ltarary World* loo* olt*
129The Dial, loo* oit*
As for tho account of tho writing of thooo four plajra, thoro is 
o groot deal of ororloping chronologically• In addition, produotion 
plans wars underway for several of tha plaars alnultaneously* Nona of 
tha plana notarial!asd, however* Tha jaars 1090 to 109$* loosely 
spooking, have baan labelled by Leon Idol aa tha "dranatlo yaara* in 
Janos's lift.130
Janas hinaalf rafarrad to this pariod as his "sav-dust and 
orange-peel phase."133 His lattars have nany rafaranoas to his finan­
cial nasds his novels and storias did not have a wida appaal, and ha 
hopad that tha writing of plays would bring hia nora tangibla rewards. 
Actually, Janos had an indapandant inoona, and, by nost standards, ha 
would haws baan oonsidarad oonfortably wall off.132
It will ba ranonbarad fron tha previous saotlon of tha praaant 
chaptor that Janas was involved, ons way and anothar, for a wary long 
tins with his play, Tha inarioan# As sarly as May of 1090, tha soript 
had baan coapis tad f rshsarsals wara undsrway In tha autuna of that year; 
tha play opsnad in Southport on January 3, 1091, and in London on 8ep- 
tahbar 26, 1091i tha critics wara invited to saa tha now version of tha 
play at its fiftisth London parfomanoa, in Noveaber, 1691) and in
130"Leo Annies Dranatiques" is tha tltla of Loon Kdel's dieeerta- tion, written at tha Sorbomna in 1931* Idol has also used tha phrsaa, "Tha Dranatlo Tsars,” aa a sectional heading in tha Prefaces to both Tha Connie te Plaars of Henry Janas* and to <Hg Donville (Lippinoott, I960)*
131Lubbook, og. bit*, I, 101.
1320ne of Janaa* s olosa friends waa Robert Louis Stevenson* Itis quits noticeable that in his lattars to R*L*S«, Janas adopts anapologetic attitude toward his theatrioal ventures* Ha brings out overand over again his financial need, and ha seens to hope that, as one nan of lattars writing to another, ha nay ba forgiven for his lapse flron grace*
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Mot— btr of 1692# in BrUtol# * bnnd now fourth aet for Tho American 
mi performed. During oil of this tins James was in o *ferer of dra- 
■otto production."^ Boforo tho Southport oponlng# Janos hod eom- 
plotod two noro plays#1̂  and by February 6, 1091# Hsnry ono writing to 
his brother that ho waa "Just attacking" his fourth*^ Unfortunately# 
Janos was inclined to bo seeretive# and bo often refrained fron naning 
nanos and titles in his letters .X^  HoweTer# other aTenues of infor­
mation aro open# and it is possible to got a fairly complete picture 
of the writing of the four plays published in the Toluaos of Theatri­
cals. although# in sons oases# aa exact date can net be detersined.X37
The writing of tho four plays may bo considered in ordert
Tenants. Dlsonxaxod. Tho Album, and TJjg Reprobate.
Alioe Jamas recorded in her Journal on April 23# 1091# that the
London actoremnager John Hure had aoeepted Mrs. Vlbert (tho early
title for Tenants)*'^ She also mentioned that tho play had been
XX\ubboek# eg. olt*# I# 179*
X3**Ibld.. I, 176. 3̂5ibid.. I, 100.
XX̂ Typlcel of Jamea'a secretlTeneoa is this passage from the letter of February 6# 1091# to hla brother# Villian. "Mo. it haa a destination whloh it would bo premature to dloolooej and# la general, please breathe no word of those confidences# ao publicity blows on such matters in aa injurious and deflowering way# and interests too groat to bo hurt are at stake.11 (Lubbook# ©g. olt.. X# 100.)
137For tho sake of clarity# It seems to the writer of this study that it would be better to omit mention of the many indefinite refer­ences in Janos's correspondence to unidentified dramatic projects on which the author was working simultaneously.
^^Vurr# eg. olt.. p. 222.
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written for the mtress Qtawlm  Ward "before Christens**^ of 
1890.11*0 At the ssne tine* Alioe wrote that Here wee entbuslastio 
ebout the play* but that he wes ooenltted to produos two other i&ays 
first.^
There Is erldenoe to shew that Janas had another oopy of Mrs. 
Vlborti on January U CL&92SX author wrote to lllieboth Robins pro­
posing that he shouXd bring the soript and read it to her.̂ 4* This was 
to be done as an aot of friendship* not of business* for Janos felt 
with regret that Miss Robins was not Old enough to play Mrs. Vibert.^
writing to Miss Robins fron Paris in April* 1B93* Janas oon- 
plained that Hare had had his play for alnost throe years* and that the 
producer would "neither produoe nor part with" it.*^4 Hare never did 
bring out Janes's play* though he apparently did nalco sane ettenpt to 
east it.11*5
^Ibld.. p. 222.
Idol cites further erldenoe eonosming the date of the writing of Tenants. In The Conplete Plays of Henry Janas. Mel refers te an unpublished letterTronHseSy to wiilisn Janes, dated Pssonber 9* 1890* in whloh he said that the play had Just been finished (p. 257)*
^Janes's oooneotlon with Hare dated bask easy yearst aa entry in the author's notebooks shews that as far bask as 1681 Hare had urged Janes to write a play* and that he had offered his s err loss in the event that Janos should do so. (Matthlessen and Murdook* op. olt«*
P. 39.)
1*42Robins* o£. olt.. p. 61.
*Mlbtd.* p. 5U. ^Ibld.. p. U3.
^^Leon Mel nentlons an unpublished letter of 1 Septenber*1891* fron Hsnry to Willian Janes* in whloh tho author had spoken of the diffioultles of easting* and* in particular* of the inposelbillty of finding a young nan to play the part of Claude. (Conplete Plays of Henry Janes, p. 256.)
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In addition to John Haro and Qanariara Hard* Janaa triad to In­
to root tha graat Poltoh aetraaaf Halana Modjaska, In Mra* Vlbart. At 
an aarXiar data Hw» Modjaska actually had baan lntaraotad In tha rola 
of Claira da Cintrl in Tha Anorloan. bat Janoo had wrlttan to har aay- 
Ing frankly that •ho did not think tha part atrong anough for bar, aa 
ha found on working out tha plot that it waa nora a nan* a than a 
wonon'a play • • • frnd that ha ha<Q grara doubta aa to Ita adapta­
bility to Mna. ModJacks*a talonta**1̂  With tha latar play, Mra, 
Vlbart (Tenants). tha altuatlon waa rararsad, aa thla tlna it waa 
Modjaska who had too nany doubta,^
Gonaldaration of tha naxt play, Plaanaaaad. bringa up othar 
fanous thaatrloal n— an tha Anorloan Manager, Auguatin Daly, and hla 
loading aotraaa, Ada Bohan*
Book in 1686, Janaa had attandad a London dlnnor given by John 
Haro In honor of Auguatin Daly'a thoatro oonpany*1̂ ® (A dlnnar fron 
whloh Daly hinaalf waa oonapieuously absent*)1̂  Tho Daly company 
▼ialtad Bngland several tinea,and, in 1691, Ada Rahan approaohad
*^ha Crltlo. in, Haw Sariaa (Daoonbar 19, 1691)# 351*
^Laon Idol ralataa that Modjaska wrota to Janaa to tha afloat that Mra* Vlbart would ault SonarIoto Ward battar than baraalf • (Con- plataTIaya of banry Janaa, p* 259.)
Joseph Vraneia Daly, Tha Llfa of Auauatln Pair (Haw Xorkt Kaonillan Co*, 1917), p* 1|60*
^^larvin Felheln quotaa John Draw'o daaorlption of tha dlnnar and of Daly's abaanoa, in Tha Theater £f Augustin Pair (Canbridga, Maaaacbuaattat Harvard Unlvaralty Proa a, 1956 J, p • yr*
^%aorga Fraadlay, and John Baaraa, A Hiatory of tha Thoatro (Haw Xorkt Crown Publlabors, 19U1), p* 32lu ""
Janaa with an Invitation to wrlta a play aa a vahlola for har.^1 In 
Auguat, 1892, tha aorlpt of what boo aaa Plaanaaaad waa dalivarad to 
Paly, and a produotion waa plannad for tha play lata In tha following 
yaar.^2 Daly callad for noltipla ravlalooa, and for a ohanga of 
tltla*^ Rahaaraala wara aobadulad for lata In 1893, and tha play 
waa to ba praaantod at Daly1 a now London thoatro.^ Kattora pro* 
graaaod aa far aa having aeanary ond coatunaa daaignad, and aona 
aconary waa avan built.
Maanrhila, on Novanbar 21*, 1692, Janaa akotohad an outlina In 
hla notabook for a aooond poaalbla oonady for Ada Rah*n.^6 thla out­
lina lator booana tha ona-aot play, Suanaraoft, whloh Janaa wrota for 
Xllon Tarry*
Tha titla of tha play for Daly undarwant varloua ohangaa* It la 
rafarrad to noat fraquantly aa Mra. Jaapar* although Daly prafarrod 
Mra* Jaapar’a Way* Janaa avantually publiahad tha play aa Diaangagad.
In a lattar to hla frland, Xllaabath Roblna, Janaa axpraaaad un- 
aaalnaaa about Daly1 a "intanaaly privata" prallnlnary rahaaraala.^ 4
^Halhain, og. olt.. p* 3QI*.
^ 2At thla ataga, Janaa adnlttad that hla play auffarad fron a notlva that waa too alandar, and fron look of aotion* Saa hla lattar to Daly, datad Saptanbar 1, 1892, in Joaaph Tranola Daly, og* olt*,
p* 552*
1S3U  on Idal haa raproduead Janaa'a hand wrlttan Hat of aixty- four altarnata tltlaa whloh ho aubnlttad to Daly, In Tha Conplata Playaof Hanry Janaa. p* 297*
^Falhain, og* olt*, p. 305. ^IbdLd.
^Matthiaaaan and Murdook, og* olt*, pp* 127-129*
157■̂ 'Roblna, eg* olt*. p* U*l.
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few day* later, on December 6, 1893, Jams* wa invited to attend * 
reading by tho company. Ttao author had had no contact with tho actors, 
and ho folt aggrieved when thoy evidenoed no understanding of tho play 
on thlo occaalon*1̂ ® Tho roadlng seams to have boon uneonfortabla for
all concerned.^ Janoa wrote angrily to Daly tho next day and with-
160drew hla play* Othar account* say slnply that Daly had loot faith 
in tha play.*^ Whatever tha truth of tho •ddsagrfaent,-̂ * Daly novor 
proaantad Mrs* Jaapor (Disengaged) bafora tha public*
How tho two plays in Theatrical* > Sacond Saris* can* to bo 
written ia a vary ainple story. Both Tha Album and Tha Reprobate war* 
written for Idward Compton, tha aotornaanagar who had produoad Janoa1a 
Tha American.1̂  They wore probably written in 1891,̂  In hi*
Idel, Selected Letters of Hanrr Janoa (Londont Rupert Hart-Oavie, 1956), pp. 151-1&2.
^Janee doaoribod Ada Rohan aa "white, haggard, ill-looking alnoat in anguish* at tho •'rehearsal.'• Soo Robina, op. oit,, pp. lhl-lUi,
^°Edel, Solaotod Lottor*, pp. 151-152,
^Joseph Trane ia Daly, o£, oit,, p. 55U*
l62Roblna, 0£, oit. (letter to Mrs. Hugh Ball), p. Ili3.
^^Leon Idol quote* an unpublished latter froo Hanry Janaa to Idnund Ooaaa, postmarked 10 Daoanbor, 169U, in which Janaa aaya tha play* in Theatrical*i Second Sarioa wore written **t© bolster up poor Idward Compton throe yoara ago, whan after withdrawing ay other play Dha Anarlcanfl, ho found hinself (aaininically) with a theatre on hla hand* and nothing auooeasful to produeoi and they were addreaaod aneh to tho aotual vulgar compass of hia and hia company's little powers. Then he would have none of 'an,'" Complete Kara £f Hanrr Janaa,
P« 353*
was tha period when Janaa wrote to hia brother, Will Lae, that ha was •attacking" hia fourth play, (See page 56 of tha preaent atudy,)
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prefatory note to Theatricals) Sooood Series. James stated only that 
both plays had been written with country audiences in mind.
It was during the London run of The American. on October 23# 
1691, that Janes wrote in his notebook that, ho night use sons fanily 
history as the basis for a tale*1̂  The situation whloh Janos had In 
mind# as Professor Idol has pointed out, seens akin to that of The 
Reprobate.*^
Of the four plays published in the volumes of Theatricals, two 
eventually were performed) Disengaged, and The Reprobate.
Disengaged received two separate productions. An anatour per­
formance of the play under its older title, Mrs. Jasper, was given on 
February 13# 1902# by the students at the Ansr&oan Academy of Dramatic 
Art and the fcpire Theatre Dramatic School In New York. The perform­
ance was reviewed by the New York Times, which termed the play a 
"farce#" and spoke of the "infinitely tedious complications" of the 
plot# and of the "distressing lifelessness and unreality" of the 
play.^^ Nevertheless# the reviewer found some lines "in the richest 
vein of wit and nonsense# sad several of the situations are developed 
with a vigorous sense of what goes well on the etage."*̂ ® The "farce"
^̂ Matthlessen and Murdock# «£. oit.# pp. 112-U3•
James* a dlsourslve aooount of how his uncle# Henry backoff# was dominated by his wife, and of the undo's willingness to aooapt the verdict of other people as to his Ineffeotualaees# may be found in Janos*ŝ pg22, Bog; ajjd Others (London) Macmillan and Co.# 1913)#
^Now York Tines. February lb# 1902.
l6*Ibld.
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mi compared unfavorably with tha work of Oooar Hilda* (Two ono-sot 
play* vara presented on tha same program with tha full~length Mrs* 
Jasper folssnaaaedl •)
In 1909, Dlaonesaed rooeived a profaaslonal production in Haw
forks It waa aaan far a single performance given In aid of St* Andrew's
Convalescent Hospital* Tha play vaa performed on March 11, 1909* at a
apaeUl aatlnaa at tha Hudson Theatre* Clayton Hamilton reviewed tha
performance, or rathar tha play script, in tha Forum*
All of tha oharactora ara super-civilised beyond all ranlnlaoanoa of alnpla natural hunanlty) aa people they are smtstHngly olaver and entirely unimportant* • • • Tha dialogue La avaaaitlngly adroit in subtle* Intellaotual details * * * • But tha play natoao its appeal merely to tha intellect} it is unemotional, uaaympathatio, haartlaas, and therefore empty*!®?
The Maw lark Times, in reviewing tha 1909 production of Pis* 
engaged. oowmented on tha polished style of tha dialogue, and on tha 
axoallsnoa of tha oompany* Tha reviewer called tha play a faros rathar 
than a oomedy, and ha dismissed it as "an amiable trifle*"170
Tha Bomrobato was not performed until aftsr James's death* when 
it was glvan la London by tha Stage Society Incorporated in December, 
1919*171 Reviewing tha play on December 16* 1919* both tha London 
Timas and the Manchester Quardlan expressed surprise that tha dialogue 
did not exhibit James's usual style*
^Clayton Hamilton* "The Promise of Maw Playwrights," The Forum. XU (April* 1909)* 3U2-3U3.
17<W  York Times. March 12* 1909*
171Aoeordlng to Lean Sdel* Tho Reprobate was seen for only two performances, on December lit. and UST1919* tdoaplsta Plays of HsmryJames, p* 1*02.)
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Mo peyohologlcal auporaubtletiea , no intricate inwolutiona and eon- volutlona of otjXo • • • an motion mXX buatle and anap, oharaotere oXX tho broadeet* droXXoat oarleaturee* • • . Wo were all In fitoof laughter.1'2
The Manoheator Ouardlan found the play "mo uproarleua and aa deaiocratio 
aa m Bank Holiday,* doaplto tho fact that if tho play were produced on 
tho ooNtorelaX atago *tho modern producer would out It draetl- 
eaXly • • •
Tho 1919 production of Tha Reprobate waa directed for tho Stage 
Society by AXXan Wade* Fourteen yeara later, Wade compared The Repro­
bate with Janoa'e The Outorr. which, by than, had aXao been produced by 
the Stage SooLety*
The Outorr had a qualified auooeaa only, aa Janea'a Xateat dialogue prowad wary dlffloult to the aotora and reaulted la a Xoaa of oon- wlotlon* * * * But the nuoh einpler Reprobate waa a great auooeaa with lte audionoea and prowad extrewê y ■actable** To the beat of ■y reoolleotlona I had only to alter one of Janea'e atage dlreo- tiena* The play had a brilliant oaat who entered Into the fun of the thing with aplrlt, and I have rarely heard eo great a apon- taneoua buret of laughter aa that which greeted Mr* Bcnaor'a laat entrance In boating ooatuno* Tha play waa of oouree given in tho ooatunaa of lta period.!'!*
Director Allan Wade*a deaorlptien waa not oolorod by wlahful thinking!
both the Tinea and tha Manoheator Ouardlan nade apeoial mention of the
laughter whioh greeted the motor* a final entrance*
1 2̂TljajM» 0*eod«9» Daoenber 16, 1919*
^Vanoheater Ouardlan. Deoanber 16, 1919*
^^The quotation la free a letter written by Allan Wade to Lo Roy PhiUlpa, dated Maroh 30, 1933* A longer exoerpt waa given to tho writer of the preaent atudy by Dr* Leon Idol, in June, 1965* (Dart of tho above quotation appeared in Mel'a flonriloto fit H*ngy Janaa. 
P* U02.)
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Not all reaction to tha London production of Tha Reprobate waa
favorable, however. Arnold Bennett wrote of the pit/,
[It] oontained tone agreeable faitej bat the epeetecle it provided of an unusually able and gifted nan trying to do aonathing for whioh hie talente were utterly unfitted wae painful* it wee hunlli- ating. Half the tine the author obviously had not the leaat idea what he waa about.175
Another unfavorable reaction oane fron the Daily Telegraph1 a critic,
who blanad Janoa for hia "lack of l u c i d i t y . "176
In 1923, The Reprobate waa produced in America by the Copley
Theatre in Boston.̂ 77 ^  play waa preeented by Henry Jewett. 178
Only one review of thia production waa available to the writer
of the preaent etudy. The Boeton Evening Tranaorlpt reported that the
play waa an unwiae choice,
There waa no aotionj only an inceaaant bustling on and off the atage. There were no characters to define and aninatej only an inceaaant rattle of speeches aa fron sons tireless talking* machine ... .179
^Arnold Bennett, Things p*at Have Interested He (Mew lorkt George H. Doran Co., 1921), p. 326.
l?6Cited by Leon Xdel in The Complete Plays of Henry Janes,p. 1*02.
*■77x1* Reprobate waa being perfomed "for the first tine outside aead-privaie-perrornanoes in London," reported the Boston Ivaning Transcript, March ll*, 1923*
17®It aeena reasonably safe to aseune that the Ccplay Theatre waa a professional eô >any, since they advertised natineea on Tuesdays, Thursdays, and Saturdays, in the Boston Ivsning Transcript (March ll*, 1923)* This is surely a schedule for professionals only. However, the Boston Public Library reported that they were "unable to find any defi­nite infomation as to whether the Copley Theatre in Boston, in 1923, waa professional or anateur." (Quoted fron a letter to the writer of this dissertation, fron the Boston Public Library, dated Septenber 29, 1965.)
179B̂oston Ivaning Transcript. March 11*, 1923.
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Tha play received llttla aid fron tha players# who acred too nuch, and 
who forgot thoir linos* (Tha so tors wars not naaed by tho paper*)
Janes failed as a journsgman of tho stage# with a plot that waa 
only "vaguely discoverable*"1®0 Tho play lacked tha "flesh of oharec- 
terisation," and it waa fall of "nondescript ohatter."
IV* MORS PUTS AMD PRODUCTIONS
Char Do t  ilia *
In lata Noroabsr# 1893# whila praparationa wars going forward at 
Daly's Thsatra for tha propossd production of Dlsanaaasd* Janaa waa 
conferring alnultansously at tho St* Janos's Theatre about tha soanary 
and ooatunaa for another of hla plays# Quy Dcnrills*102 The actor- 
aanager# Oeorge Alexander* had aooepted Janes's nawast play# but pro* 
duetlon was to be quite far In tha future because Alexander had other 
ccnnltnants first*1®̂
Tha gam of tha story for Oug Donrilla appeared lata In 1892 In 
tha following entry in Janes's notebook*
l6°Ibld. l8lIbid,
102Robina, 0£. oit*# p* 139# and p* U*l.
^Alexander produced Pinero's Tha Second Mrs* languorsy, on May 27# 1693* This was followed by Henry Arthur Tones1 fta kasquar* adore* April 26# 169b* Than cans Henry Janes's Ou t  Donrilla* Janu­ary 5, 1695# followed ianadlately by OaoarVilda^stta lapertanes of Bains lamest* February 11*# 1895* All were produoaSat the Mt* Janes's Theatre* Bee A* I* V* Mason# Sir Psoras SBl 9k*Theatre (Londons Maonillan andeo** tic*, i935i#W*«35-23or
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Situation of that onoe-upon-a-tine eenber of an old Vonatlaa family 
(1 forgot which), who had boooao a nonk, and who was taken alnoat forolblj out of hla oonrant and brought baek into tho world in ordor to kssp tho fanlly fron booonlng extinct* Ha waa tha last rcjotcn— it waa absolutely necessary for hin to nany* Adapt thla aonahow or othsr to today.IBU
Bur tha aunnar of 1693* Janaa waa nagotlatlng with Qaorga Alex- 
andar about tha financial tarna far tha play's production— even though 
tha author had not jot written tha second act,1̂  By Daoanbar of that 
year, Janaa optlnlatioally wrota to hla brother, VUJLlan, that Alex­
ander "will produce no at no distant date."!®̂
Tha play eventually want into rehearsal a year later. In Deeon-
ber, 1891*. Janaa attended tha dally aeaslona for over four weeks*!®?
Tha author described draaa rehearsals thus,
aa causing aa anything oan be, for a nan of taate and sensibility, in tha odious prooess of practical dranatlo produotlon* I nay have bean naant for the Draaa— Ood knows I— but I certainly wasn't naant for tha Theatre.!®®
To his friend, Kllsabeth Robins, Janas deserlbed tha Ogj Ponvllla re*
hoarsala as "very hunan and tranquil.*!®? By this tine, however, Janas
fait that his script had bean "abbreviated and siapllfLed out of all
close resonblanoe to ay Intention.*!?®
!®̂ iatthiessen and Murdock, oj>. clt** p* 126*
Ravi. Seĵ t̂ lotters gf Henry Janaa (Londont Rupert Hart-
!®®bubboek, og, ait., I, 211. 16?Ibld*. I, 226.
l8®IbLd.
!®?Robtne, £2* clt*, p* 161* !?°Ibld.
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Set in 1780, the plot of Ouy Dor ilia lo oontorod around a young 
non, Ouy Donrlllo, oho lo about to ontor tho Cathollo prloothood.1 1̂ 
Ao tho ploy opena, tho ooano lo laid in tho country toon of Forohea, 
where Ouy lo employed ao tutor to a llttlo bogr, tho oon of an attrac­
tive widow, Mre. Povarel* Ouy'o elooo friend, Frank Hunber, wlohoo to 
aarry Mre* Peroral, but oho bao oaid that ha mot wait* It lo aado 
oloar to tho audlanea that Mro* Peroral roally loroo Ouy*
Vlth tho arrival of Lord Daren lah, Ouy laamo that ho hao unox- 
pootodly beoono tho loot aala allvo of tho Danville fanlly, aa tho re- 
oult of tho aeoldontal doatb of tho prooont Lord of Ooyo* Lord 
Dovonloh takoo Ouy to London to aaat hla kinewoaan, tho wldowod Mro* 
Donrilla, aunt of tho doeoaood hood of tho fanlly* Dovonloh porouadoo 
Ouy that ho ohould abandon hlo piano to antor tho oburch, and that ho 
ohould narry In ordar to prooorva tho anolout fanlly nano* It lo pro- 
poood that Ouy ohould narry Mary Braoler, tho daughter of Mro* Donrilla 
by aa oarllor narrlago* To thlo propoeal, Ouy agrooo* Mro* Donrilla 
wlohoo to nako aura of tho tltlo for hor daughter, and oho hao oeerutly 
agrood to narry Lord Dovonloh If ho lo ouoooooful In aohluvlng tho do* 
olrod natch for Mary* Lord Dovonlah'a notlra lo a financial ono*
Some throo nontho later, on tho vary day of tho wadding, Ouy 
dlaoovoro that Hary hao all tho whilo boon In loro with hor oouain. 
Lieutenant Bound* Mary had boon willing to outwit to tho wlohoo of hor 
nothor, and to tho porouaolvonooo of Lord Doranloh* Lieutenant Bound
^Thlo plot la baood on “Ouy Donrlllo1* in Tho Connloto Mayo of Hanrr Janaa. edited by Loon Idol, pp* U6U-516*
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reveals to Mary that Lord Dovonloh U  really hor father* and It la to 
thla foot that Mary aaorlboa tho otrango power of Lord Dovonloh'a op* 
pool to her* Whan Ouy peroolvoa tho true situation, ho helpo tho young 
oouple to elope, and ho deterninss onoo mro to sntor tho ohuroh*
In the loot act, Ouy Donrlllo hao returned to Porohoo to oall on 
Mrs. Povarel* By thla tine, Ouy realises that he loves Mrs* Peroral, 
but he feele that It would be nobler to enter the ehureh, and to loare
her to Prank* Ao tho play ends* Mrs* Pevsrel once again tells Prank
that he uuat •wait*"
The play was printed for private circulation only In 189U«^2 
It reealned unpublished until Leon Idol reprinted It in the collected 
Complete Plays of Henry Janss.1̂
On January 5, 1695# 2HZ Donrlllo opened at the 8t. Jams'a The­
atre with George Alexander in tho title role, and Marlon Terry (sister
of Kllen Terry) in the role of Mrs* Pererel* Othera in the east in­
cluded Herbert Waring as Prank Hunber, W* O* Elliot as Lord Devon lah, 
and Mr a* Idward Sakor aa Mrs* Dourllle* Others in tho east were H* V* 
Bsnond, Prank Dyall, Evelyn Millard, Irene Vanbrugh (as the mid,
^*Le Roy Phillips, A of the Writings of HanrrJams (Mew Torkt Cowardt KoSann, 1930), pp* xTT, and ll£-ll5*
^ A  description of Idol's method of collation la on p* 821, Complete Plays of Henry Jams •
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Fanny), Blancha Wilnot, and Violat Iyotar*1̂ 1 Tha production waa 
•splendidly nountad* In parlod ooatunos and larlah aattlnga.^
Tha produotlon of Ouy Donrilla had baan antloipatad with an un­
usual mount of intaraat— far aora than had baan arldanoad for Janaa'a 
firat play, Tha Anar loan. Parhapa thla waa baoauaa of tha pronlnanoa 
of lta produoar, Alaxandar* Tha Crltlo raportod that tha audtanoa waa 
•probably tha nost distinguished of tho oaaaon,-1̂ ® whlla Irtaunrt Ooaaa 
raoallad, yaara latar, "such a galaxy of artlatlo, lltarary and aolan- 
tlfle oalabrlty gatharad in tha atalla of tha at* Janaa'a Thaatra as 
parhapa wara narar aaan in a playhouse bofora or slnoe."1̂  Thraa 
loading orltlca, WUllan Arohar, A* B* Walklay, and Clanant Soott, 
wara thara— aa wara tha than littla known oritios G. Barnard Shaw,
H. 0* Walla, and Arnold Bannatt.1̂ ®
W'-On tha aana progran, a ona-aot oonady. Too Happy tor Half by Julian Fiald, waa proaantad* (Saa Naaon, og. clt#. p* 235.) fKe"pro- gran la reproduced In Loon Idol's Laa Annies Pranatlouaa (Paris* Jours 
and Co*, 1931)* P. 1UU.
19̂ Cltad aa a quotation fron tha Tribuna [London], In Tha Crltlo. S n i ,  Maw Sarlaa (January 12, 1095), 1*0.
196fha Crltlo. XZm, Maw Series (January 26, 1B95)# 70*
^Idnund Ooaaa. “Henry Janoa." Scrlbnar'a Haaailno. LXVII (April, 1920), 430* ------ -
^^leon Hal has prorldad a long list of oalobrltLaa in tha audlanoa, in Cowplata Plays of Hanrr Janaa. pp# 469-471. Boprlnta of tha rarlawa of Shaw, Mila, and Beanettnay ba found la Hanrr Janaa* guar Donrlllo. adltad by Hal (Philadelphia* J. B. Lipplnoott Co., I960;. Tha Shaw rarlaw la also lnoludad In 0# B. Shaw, Dranatlo Opln- lona and Haaari (Now York* Brantano'a, 1909)* I, 7-11, and in Aiaw'a Our Theatres in tha Mlnotlaa (London* Conatabla and Co*, Ltd*, 1948), 176*9. Arnold Benneit's rarlaw la raprlntad in hla Things That Bara Intaraatad Ha (Maw York* Qaorga H. Doran Co., 1921), pp* 3)cC3J?.
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Henry Jam s hlnsslf vu not in tho theatre during noot of tho
flrot porfemonoo of 0u£ DcwrUlo. To ooao hlo nervousness, tho author
hod geno to soo m porf oroonoo of An Idool Husband by Oooor Wilde ot tho
Haynarket Theatre.1** Janaa arrived ot tho St. Janaa'a Thootro only o
few oLnutoo boforo tho final ourtaln. When tho third act of Ouy Doo-
vlllo ended, tho ootoro took thoLr bows. Than, in response to oalla of
"Author,* Alexander lad Janoa out boforo tho footlighta where ha waa
not by a atom of oatoalla and hlaeaa— naihly fron tha gallery.200
"Son* twenty ninutoa or ao aftor tha fall of tho ourtaln,* Aloxandor
oano out alono and delivered an apologatio speech,20&>
tolling how palnod ho waa to oxporlunco aueh a robuff, aftor tho nany kind roooptlena that had boon given hia. Tha oonpaay had workod vary hard to do juatioo to tho play. • • ' 'T'aiat your fault, guv* nor,' oano fron tho gallory, 'It*a tho rotton play.*202
Tho diaturbanoo at tha St. Janoa*a Thoatra that night oauaod 
nuoh ooonont and apooulation in tho proaa. Thoro waa talk about a 
"cabal,*2̂ 3 w) of on aotroaa who had boon roplaeod in tho oaat and had 
aought revenge.20*4 Alaxandar had received a tologran wishing hia bad
Îaibbook, og. oit.. I, 233.
200Lubboc)c, eg. oit.. I, 227.
201Tho Crltlo. xnn, Now Sorias (January 26, 1695), 71.
202Tho Crltlo. m n ,  Now Series (January 12, 1895), UO.
20̂ A. B. Yalklay, *Nr. Honry Janaa'a 'Ouy Donrlllo'« an Appreci­ation,* Haroor's Weekly. IHIK (March 2, 1895), 199.
20*4*Henry Janaa'a Failure as a Dranatlat.* Literary Digest. 1X7. No. 6 (May 8, 1920), U8.
luck,20** On tho sttur hand, m m  of tho critics thought that tho ap- 
plause of Jo m o9* ever sealoua friends20̂  had provoked tho overt dis­
play of dissension*20? Tho Nor Tort Tribune publlshod, on January 20, 
•atoerpta fron tho lottora of throo ladiTlduala oho had boon proaont on 
tho opening night of Our Dcnrlliot sitting in dlfforont parts of tho 
houNf oaoh oorrsapondont aald tho catcalls and Jeers osm fron tho 
gallery and fron tha upper boxes* One, oho aat nearby, aald that 
twenty nan In tho upper boxes hooted on signal, and it waa intinatod 
that tho non Monad loaa sober aftor oaoh lntexwlsslon*20̂  One of 
thoM latter orltors to tho Moo Tort Tribune had returned to aaa tho 
play on tho second night, and ha reported that all waa oaln than*20̂
On tha ohols, tha press devoted nore spaaa to tha doMrlption of 
tho audianeo'a behavior, and to tho play aa literature, than it did to 
the actors9 performances* Ooorgo Alexander, in tho title role, was 
generally described as excellents tho ManchMter Guardian Mid ho 
played DonviUo “with polish and feeling*!2**0 while the Theatre's
20*Leon Idol, in Thg Complete Piers of Henrr Janes, (p. 1*66), quotes tha text of the telegram vhieh, m  says, was afterward printed la the Westminster Gesetto. on January 9, 1895*
20̂ Tho Theatre (Xendoad, XX? (February 1, 1895), 106*
^TIm s  Oondon), January 7, 1895*
20̂ liew Tort Tribune. January 20, 1895*
^Joms was in tho audisnoe for the sMond perfomanoe, which, he wrote, had a "good 9nanar9 houM<* and went "singularly well.* (Lubbock, op* clt*. 1. 228.)
21<VianohMter Ouardlan. January 7, 1895*
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orltlc ap«ln of Aloxondor'o "powor of ehiralroua oornoatnooo*"211 Nloa
Morion Tarry*o ploying woo roriouoly doooribod oo "ohoming,*2*2 *win-
oon#,"21̂  oad "dollcbtful'*2̂  Horbort Waring and H. V* lonond woro
0X00 highly ©onnondod* Mot oo with tho notor* V* 0* 111 Lot, "whooo
portrait of Lord Dovonloh woo eonoolrod La o diotinot oplrlt of ©nrLoo-
turo,**215 ond who "playod hln Juot aa ho night ham playod on oldorly
narquio in o oonlo opora*”23̂
Khan Mro* Idward Sakor* in tho rolo of Mro* Donrlllo* oppoarod
In "fan toot Lo hoadgoar oad a hldooaoly nioohapon orinolino,-2̂  tho
audioneo roarod with loughtor* V* Qrohoa Robortaon* who oat with
Jonoo*o old friond* John 8* Sargont— tho pointer* doooribod how tho
aotrooo took flight at tho longhtor ond triad to offooo horaalf.
Mow tho opoetoolo of a atatoly dona whooo balloon-liko okirto half fillod tho otogo and whooo plunoo onoto tho hoarono trying to of* faoo horoolf waa gominoly ludlorouo and tho laugh booono a roar* Aftor thio tho audlanoo got out of handj ttaoy grow alUy and oruol ond roady to joor at orwryth&ng*21o
Tn»»tr». isa. an*
2 ill ion Arehor, Tho Thaatrloal 1 World* of 189$ (LondonsWaltor Soott* Ltd** 1896)* p* 3u*
213A* B* Walkloy* Harpor*o WOokly, loo* oit.
Qwit*. Isa. ej*.
23̂ Tho Thoatro* loo* oit.
21̂ teon Sdol* Hanrr Jonaot Char Donrlllo (Philadelphia! J* B* Llppinoott Co** I960)* P* 206* (Bernard Shotra roriow of Ojy Donrlllo. roprintod fron tho laturdnr lor lor of January 12* 189$*)
2172*»£ D*«uloiO * loo* oit*
21®W. Orohon Mbbortoon* Llfo Woo Worth frying (Mow forks Horpor and Brothora* D9$Q» P* 269*
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Tha critics found tho first sot of Ouj Powrllls •ohaming**21̂  
but they complained olnost unanimously about tho sooond sot* Tho seo- 
ond sot waa "wholly Independent of tho other two"j220 It was "deplora­
bly weak"j221 also,
Tbs ingenuousness of ths construction, by whloh ths ssoond aot was comnsnood with an entirely frssh sat of ohareoters, was almost in- eonoslwablsi It Is impossible to sustain ths lntsrsst of an audi- snos with ths devices of flotlon*222
Ths Tinas found ths slds issues of ths plot perplexing*22̂
A* B* Walkley, writing in Harpsrts Weekly, felt that ths complications 
in ths ssoond aot wars too numerous*22̂  ViUian Arohsr oonplainod 
that Danville's motives wars not olsar in sithor tho ssoond or the 
third aot*22̂  Ths Thsatrs regarded ths play's conclusion as nslthsr 
"necessary" nor "adequate*"22̂
Kdnund Qosss nads a rathar lntsrssting observation about ths 
play's snding*
"Guy Donvllle" * . • was a delloats and pioturssqus play, of whloh ths only disadvantage that I could discover was that lnstaad of
2̂ ^fUlisn Arohsr in Ths World (January 16, 1895— eee Archer, og* oit** p* 32) and the ManoKeŝ EnSuardian. loo* oit*
220%»  asgtia, igc. ĉ t.
221A* B* Walkley, Harper’s Weekly, ioo. oit.
222The Crltlo (January 26, 1895)# loo* clt.
^ T̂insa ôndsq) * loo* oit*
22W l o j #  Harper's Weekly, Igc. clt.
22̂ Aroher, og. oit** pp* 3>3U*
226tJa Theatre. Iso, oit.
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haring a laat n «m  which tied up all the threads in a neat conclu­
sion, It left all those threads loose as they would be in life*22?
•The characters," said A* B, Walkley, "are subtly yet aost
were not those of the Majority, and thsy were therefore not popular* 
Sereral of the critics oonplalned of tho unexplained ohange In Don- 
rllle's charaoter aftor tho first act,22?
Ths drinking scene was eUninatod after the first couple of per- 
foraaaocs,2^0 Will Ian Arohor thought that the drinking eoene "sewed 
to be a concession to sons supposed dewand for llrely and eren riolent 
action, rather than a natural outgrowth of the situation,*2^ 1
According to one aooeunt, tho actors in the drinking soeno only 
pretended to drink, and "for sons obsoure purpose of disooeery • • • 
poured their wine furtively into a convenient bowl of flowers upon the 
table between thon,"2^2 As the script now stands, in idol's collection 
of Janes's idays, there are no stage directions indicating aqy special
and the encoded ver­
sions, after tho drinking some was out fron Aot II, in Tho Couplets 
Flora of Honrr Janos, pp, 5&-50b, Bdel has also indioaEST hue other 
Minor outs whlea were apparently node for ths London perfumaaoet a 
soeno in which two nilliners passed through tho roon in Aot II 
(p, 505), and a speech by Danville in Aot l U  (p, 515),
^Archer, 0£. oit,, p, 33,
hunanly inoonslstent i*222 Halkley observed that their Motives
oit*
2270osoe, Haaasiao, oit.
22®Walkley, Harper's Weekly, loo, clt.
22?T1mos frondon) j Manchester Guard lam Harper's Weekly, loo.
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disposition of tho wins9 so this businoss wa no doubt invented by 
Umndtr*
Ths distinctly 'literary1 quality of ths dialogue in Our Don­
rlllo caused divergent reactions* Olensnt Scott (regular orltio for 
the 8|Uy Tclceranh) wrote of ths play's "literary chare and fancy • • • 
the beanty of the subject • » . (an4 the delioaoy and greoe of the 
dialogue • • • «s233 ualklcy felt the play was a work of "inward and 
spiritual grace|" in which the speech was "exquisite."2̂  On the other 
hand# the Manchester Ouardlan felt that ths "Increasing supersubtlety 
and obsourity of the dialogue • • • exhausted the patlenoe of sons of 
the audienoc9"2̂  while the Tines fslt that although ths dialogue was 
liters^ It was neither apt nor vital.2̂
It nay be lnagined what a painful experience it was for a sensi­
tive nan like Henry Janes to face the jeers of the gallexy nob on ths 
opening night of Ouy Ponvlllo. For hi*, ths theatrs9 as opposed to ths 
drsna9 was a "black abyss."2*7 Ths daily papers had been "ill-natured 
and densely stupid and vulgar."2̂ ® He felt that to return to his 
"legitlnate fora" of writing would be a "divine solace*"2̂  The con­
flict in Janosts aind nay be seen in a long letter which ho wrote to
^ Îllustrated fcgnStefi Hews. CVI, (January 12, 1695)# 35*
23Wklsy, laZEKli IMflZ# l2*«
2̂ Manohsster Ouardlan. loo, oit.
2 ̂ T lass (Xondeq) 9 loo. clt.
237ldel9 Sĵ gtfjd jgttfM si Ssm. P*
2̂ ®lubbook, 0£. cit.9 I, 226, 23Plbld.
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hit brother, WllUan, on February 2, 1095— juat a few day* boforo Ouy 
Donfillo closed. ***0 In it, Janoo ronorkod that, fortunately, ho 
quickly got dotoohod fron a ploco of work oneo It. waa finished, and 
that ha folt hia Uterary production had boon "snotbered by thooo tbe- 
atrlcal lures."2*1* Tot in tho oano lottor tboro soona to bo a viatful 
hurt.
I have workod llko a horse— far harder than anyono will oror know—  over tho wholo atiff nystery of "technique"~I have run it to earth, and I don't in tho loaot hoaitato to a ay that, for tho com­paratively poor and noacre, tho piteously simplified, purposes of ths Inglish stags, I haws node it absolutely ay own, put it into ny pocket. The question of realising how different is ths attitude of the theatre-goer toward ths quality of thing which wight bo a story in a book fron his attitude toward tho quality of thing that is given to hin aa a atory in a play is another natter altogether.That difficulty is portentous, for any writer who doesn't approach it naively, aa only a very United and sinple-ninded writer can.2u2
As a postscript, it night be added that it aeons aonewhat ironie 
that the next play produoed by Alexander at the St. Janoa'a Theatre was 
Osear Wilde's The Importance of Being Karnest. Janes had never likedBaAwhMMUM
Wilde's plays, and he found the currently running An Ideal Husband, 
"crude ... feeble and vulgar."2*4̂  The dates clearly ahow that Alex­
ander's oonpany nust have been rehearsing The Inportanoe of Being 
lamest during the end of the run of Ouy DonviUe.
As for the relative success or failure of Ouy Douvillo. on the 
whole it should probably be counted aa a failure. It ran for only
2i>QIbld.. I, 233.
2i>2Ihid.. I, 235. 2lt3Ibid.. I, 233.
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thirty-one performances In London,^* as compared with the seventy par* 
fomanoes achieved by Jmi's first professionally produced play, Ths 
Anerloan* Nevertheless, Ouy Donvllls attracted far nors attention than 
tho earllsr play* Ths opening night was memorable for its near-riot in 
ths theatre, and it nay bo conjectured whether those of tho eritios who 
ohsnpionod Janes's work for its literary ohaxna nay not haws bow led 
to a greater warnth than they otherwise would have expressed, ao a re* 
action against the vociferous rowdies who were present*
Summaraoft
In Decentber of 1693, Janes had detemined to wage his "war" for 
only one year nors in the theatre But even after the heartbreaking 
experience of Ghiy Domville. ho was not able to turn his back on ths 
drama* As early as February 5, 1895 (only a couple of days after the 
olosing of Ouy Domville). Janes went to see Ulan Terry about writing a 
short play for her to take on tour to the United States*^ Janes's 
idea was to create a atory which would present a kind of Madame Sans* 
Qftne in reverse, "not a wcnan of the people, who In consequenoo of a 
stroke of fortune has to play tho grande dans, but a grande dans who
^*In his letter to Will lea Janes, written on February 2, 1695, Henry stated that Qvy Domville would eleso "tonight" after thirty-one perfemetines* (SeoMOOosk, og. oit*. I, 233*) Professor Idsl, in Ths Complete Flays o£ Hanrr Janes, nsntlons forty perfemanoes, includ­ing an extra week that lnoluded a trip to Brighton (p. 1*83).
^Lubbeok, 0£. oit*, I, 211.
^̂ Matthieseen and Kurdook, og. clt., p. l£l»*
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in consequence of a stroke of fortuno has to play a w i n  of tho peo­
ple.2̂  hi,, Terry* hwm>i had a faney to do an Aaorioan w»n« 
Janoa recalled an entry which ho had nado in hia notebook over two 
years earlier* when he had been planning to write a eeoond oonedy for 
Augustin Daly.2*4® Starring Ada Rohan* the play would have revolved 
around an Aaorioan win in London society# and Janos saw it as a 
satiric picture built around tho "reversal of what the parties tra­
ditionally represent♦*2̂  For Ulan Terry# Janos new envisioned
the subjeet of an Aneriean wenan as the benefioent intervening agent in the drana of aa fngliah social* or Ingliah fanlly* crisis • • • her stopping in as the real conservative* nors royalist than the king* etc.250
That susnor* Kllen Terry paid Janes the sun of A100 in advance 
for the little play*2&  which was now called SuonorBoft.2̂ 2 However# 
the actress never produced the play* and Janoa recovered the sorlpt 
fron her sone three years later and turned it into a story.2̂  With
2U8Ibid.# p. 127.
^Ibid., p* 128. 2$°lbid.. p. 185.
2̂ Wel, Selected Letters of Hennr Janes, p. 155.
2̂ 2In his letters and in his notebook* Janes referred to the play as Mrs. Qraoedew— the nans of the leading eharaoter. The country house InTSe play is called Sunnersoft* and it was naned after the house in Janes's earlier tale* The Lesson of the Master. Later* when Janes converted the one-aet playTnio a story7"Ee changed the sane of the house to Covering Ind. (See Mol* Conplete Plavs Hennr Janes. P. 520.)
2U7Ibid.
2*%del# sa»tfd Letters of Hennr Janes, p. 183.
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the new title of "Covering lnd|* tho itny «u published as a owpaalw 
piece to "Tho Turn of tho Screw," uador tho over-eU book title, Tho 
Two Magics.2̂
In eonvertlag tho one-act play, Suanorsoft. into o otory, Janes 
siaply "paraphrased" tho nonoo of tho oharacters, ond "added suoh in- 
d loot ions oo ni|ht bo tho equivalent of decent acting • • • .*2̂ 5
Thoro woo no ohongo in tho plot* Both Suanareoft ond Covering 
tod revolve around tho ehoning inorioon widow, Mro* Qrecedew*2̂
Sunaarsoft (Coloring Knd) io o show-houset o oountrjr houoo whieh 
io regularly on view to tour iota* Tho oottlng io tho groat hall of tho 
houoo* Ao tho play (story) opens, Mrs* Oreoodew, a rioh Aaorioan 
widow, io onohantod ao oho roaao through tho houoo alone*
Captain Tula hao rooontly inherited tho property, but ho hao 
newer soon tho houoo until tho day of tho play's action* Tho iapulaive 
and vivacious Aaorioan lady offers to show hla through hia own property* 
(Mrs* Oraoedow also acts ao a delightful iaproaptu guide for a group of 
tourists* This justifies hor staying in tho houoo for quite a long
2®*The book, Tho Two Magics* was published in its first edition
**%del, Selected Utters of Hanrr Janos, p* 183*Tho techniques mpHoyed by Janes in converting Sooaorooft into a story (Covering U)i and then later in oonverting tho story into a
(JE |y)» are doooribod in ooao detail in Chapter IV of tho present study, "Henry Janos's Own Draaat loot ions," under Section V, Sw w ooft— "Covering tod"— The High Bid*
2̂ This plot is based on "fliworsoff in too Conriloto Plavs of Hennr Janes, edited by Uon Idol, pp* $2k-5U6.
ao
tine* and Janaa la ttooa anablad to have Mra* Oraoodow drift in and out 
of tha groat hall at oonvaniant tinea*)
Suwneraoft ia nortgaged to tho wealthy Mr* Prodnore* Prodnore 
offora a doal to Captain Tula whereby ho oan koop tho houoo* If Tulo 
will narry Cora, Prodnore'a daughter* and if ha will run aa tho oonaer- 
votive representative for tho looal district, tho nertgago will bo oan- 
celled* Yule'a oonaoianoo troublaa hin booauao ho will have to giro up 
hla radical polltloal views, hut apparently hla oonaoianoo ia not dia- 
turbod about Cora*
Cora tolla Mr a* Oraoodow that aha intanda to rafuso Certain Yule* 
booauao aha ia in loro with a Mr* Buddie of Bollborough* Tho girl ia 
aura that hor father would objeet to Buddie* booauao tho young 000*0 
nano ia unprepoaaeaaing*
Mr a* Oraoodow buya out Prodnore at an anornoua prioo* She of- 
fare to rent tho houeo to Yule* but ho propoaea narriago inatoad* Mra* 
Oraoodow aooopta tho latter altomatlTo*
Janoa haa left tho laauo of Yule*a politico vague in the denoue- 
nent* but* ainco Mra* Oraoodow ia not interacted In politico* it nay be 
preaunod that Yule will continue to be a radical*
JLa a play* Sawnorooft waa never publiahod until Profoaaor Idol 
ineluded It in TJg Cownloto Plays Henry J a n o s . However* tho play 
waa not a dead iaauo after tho publication of Covering Ind. Jane a had 
aant what appears to have been hia only oopy of the play to hia friend* 
niaabeth Robins* Then* nearly a year after tho publication of tho
2̂ 7Uel and Laurence* £ Bibliography of Henry Janaa. p* 183.
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story version* Janes wrote and asked Mias Robins to sand hla tha script 
of Ronneraoft.2̂  It oo happened that two of tofland*a leading actor* 
managers had road tha itai7, and bath had suggested to Janas that ha 
rtraaatlsa It* Oaa of tha requests aaaa fron Oeorge Alexander* aha had 
produced Janaa'a Jjjy Donrilla. and tha other request ana fron Johns ton 
Ferbes-Roberteon*2̂  first* Janaa had refheed bath of thaaa re* 
quests*2̂ ® Many nanths later Janaa changed hla wind* for "pecuniary*
oiCireasons* and ha sutanitted the play to Alaxandar* Having road tha
play, Alaxandar waa no longer interested* Janaa returned the script to
Mias Robins again* saying,
Dear Mias Rabins*I sand you back poor Mrs* Oreeedew* (evan aa she has baan re­turned an ny hands* after alii) for you to have and to hold* to da what you Ilka with— above all to produce, absolutely at your free- deo and d isorat loo* whan tha right eooaslon riaeel2°2
Miss Rabins was not idle* At sons tine* probably around tha end of 
1899* she eubnlttad the play to the reading ooanittea of the Hew Cen­
tury Theatre* but they* tea* decided not to produoe it*2̂  Tha script* 
far tha tine being* remained in Miss Robins' hands*
25®Robins* 2£* oit** p* 209* 2̂ Ibld** pp* 212*213.
26(W t h  lessen and Murdeek* og. oit.. p* 268.
2̂ Reblns* og, clt** pp* 212-2Hi*
2&8Ibtd.. p. as.
Mew Century Theatre's negative dee is ion was reaehed de­spite a favorable report an tha play whioh was nade toy William Archer* (Rabins* op* oit*. pp* 2X9-216) and Idal* Complete Flays of HennrJanas* p* 5237;
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The High Bid
Several yuri after the publication of tho story, Covering Ind. 
Johnston Forbos-Robertson renewed his request to Janos for a dramatisa­
tion of ths story* Accordingly, In October, 1907, Janos wots ones 
noro to Cllsoboth Robins asklnc hor to sond bin tho sorlpt of Sunnor- 
soft*2̂ * Forbos-Robertson, In his nsnolra, roportod that Janas sent 
bin tho play, whioh had boon ronanod, Tho HIA Bid, and that ho, 
Forbos-Robertson, persuaded Janos to dlvldo tbs play Into throo acta*2̂  
Tbs nost striking ehango botnosn Bunnaraoft and Tijj H|gh Bid Is 
tho almost oountloaa nunbor of nlnor altoratlona In tho linos, all of 
vhloh tsnd to aaka ths spooohos longer and nors oonplox* Such ohangos 
aro In kooplng with Janos's lator stylo, and also with tho foot that 
for hla to roroad naant, ipso facto, to rewrite— as his aaoratary,
26**ldel gives tho date of Janos's request to Hiss Robins aa Ootober 9, 1907— fron aa unpublished letter* (Complete Plays of Henry Janos, p* 9*9*)According to a oonanaloatien from Loon Idol to tho writer of this present study, dated Juno 15, 1965, tho only extant manuscript of Bunnarsoft Is at tho University of Texas, Austin* (They also have ths originals"of nisabeth Robins' letters*) Apparently, Janos used tha one-act play naausoript, and than ho returned it to Hiss Robins, but it still ran 1 nod In its old 1399 envelope*A oareful three-way oonparloon of Bunaorsoft. Covering ted, and Tho HIA Bid* aeons to indicate that Janes ois, in fact, nave a copy oTTtegna«5oft available whan writing tha lator, longer play* Details of tho rolatlenAlpo between tho throe versions nay bo found ia Chap­ter IT of ths present study, “Henry Janos's Oan Dramatisations,“ under Bootion T. Tho nost important evidence is to bo found in tho rever­sions ia ths linos of tee HIA Bid to ths wording of the earliest version, Bunnsrsoft*
Johnston Forbos-Robertson, A Player Under Throe Reins (Bostons Little, Brown and Co*, 1925), p* 27}*
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MLm  Bosanquet, has reported.^ The stag* directions are also notice­
ably longer in tha later play. Tha character of Prodnore haa been 
strengthened, and the nationality of the group of tourists has been 
changed. One character has been addedt in The HIA Bid. Cora's young 
nan appears on stage at ths beginning of the first aot. (In the 
earlier play, and in ths story, the young nan had sorely boon referred 
tot he had remained unseen.) The nine of the young nan, In The High 
Bid, was changed fron Mr. Buddie, to Mr. Hall Fogg. Other than these 
comparatively nlnor changes, and the division into three sots, the play 
remained much the sane. Ths plot la exactly the sane aa In ths two 
earlier versions, and so is the setting,
It was proposed that In Forbes-Robertson'a production of The 
HIA Bid, the actor-manager should play Captain Yule, and his aetress- 
wlfe, Qertrude Klliott, should play Mrs. Oraoedew. Since Miss KUlett 
was Anerloan-born, there would be no dlaleet problem for her part.
Professor Bdel had access to a diary of Miss Bosanquet's, which 
showed ths following work dates. Porbes-Robertson had studied the 
sorlpt by Doeenber 15, 1907, and Janes thsn dictated sons changes.
Then, in January and February, 1906, Janes wont up to London for con­
ferences with tha producer. During the first week in February, Janes 
was attending dally rehearsals in London. On February 19 and 20, Janes
^Theodora Bosanquet, Henry Janes at Work (London! Hogarth Press, 1921*), pp. 16-17. S S S L----------
^Ths HIA Bid was published for the first tine In Leon Mel's,
8U
made ohaagea la the >oript— inoluding the addition of the eoeae which 
bring* Cera** young m b  onto the atag**2®
Fron Janaa'a pub 11*bed letter* it aay bo learned that he joined 
the oenpany ia Maaeheater, where dally roheareal eeealone were being 
held, in March* The author travelled with the company to Kdinburgh, 
where the play had it* firet performance on March 26, 1906* Jaaoe at­
tended tike firet two perfomaneea, and then left Scotland. On tour, 
the play waa taken to Qlaegow (for three perfomaneea), to Mewoaatle, 
and to Liverpool *2̂
Profeeeor Bdel reporta that The High Bid net with a "tepid re­
ception" fToe the eritioa in Edinburgh.2̂ ® He report* that the Edin­
burgh Evening Howe grunbled booauao Forbea-Robertaon had aecepted a 
aeoondary role, while the Sootanaa obaerved that the play "did not 
aeon likely to 'inoroaae hia reputation aa an aotor**"2̂
Zt waa while the eonpaay waa ia Edinburgh that Ellen Terry ap­
peared on the aoene again* Currently playing in Edinburgh heraelf, aha 
sent a telegram to Forbea-Robertaon, "'Zou have ny playl1"2?2 Miaa 
Terry believed that aha at ill held the acting right* to Sueneraoft. 
However, the niaunderatandiag waa atraightened out*
26®Edel, Complete PUre of Hennr Janaa. p* 550*
269Lubbook, £g* Oit*, XI, 9U-97.
270ldel, Complete Flay* of Hennr Janaa* p* 550*
271lbid** p. 551.
27aForbee-Rob*rt*on, og. oit** p* 272*
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At this tin*, Jimi vu hoping for a London oponlng for tho ploy 
In Hoy or Juno of 190B«2?3 However, tho Forbea-Robertaona pootponod 
tho London oponlng until tho outturn.27*4 In tho neantlne, thoy produood 
Jorono JC. Jerona*a T£f Popping £f £t& Third Floor Book, and thot pro­
duction turood out to bo ono of tholr grootost euooeeeea.27̂
In October, 1908, while Tho of Third Floor Book woo
ploying ot Terry* a Theatre, Gertrude Klllott wrote to Janee about Tho 
High Bid. 8ho ookod for oom oltorotlono In tho oooond act, and oho 
oonplolnod that, In tho prorlnooa, oho hod not boon getting tho right 
kind of audience rooetlon to her big apoooh "pleading for preeervatlon 
of old trod It Iona and old Ihgllah 'ahow1 houaee"t27̂  lnotoad of applaud­
ing her apoooh, tho audlonooo wore applauding Captain Tula1 a rejoinder 
that there were "thousands In England who had no heuaea to ahow at 
all.*277
Janes wrote. In return,
It la alwaye intereating to noaauro and rooonaldor thlnga In tho light of tholr apparant affect (or non-off oat) on audianooa— if thay (hrdJ not thlnga of tho oaaonoo. • • • I oan laaglno, I think, already a more anualng breaking ug— of tho centre of Act li­onising In tho aonao of1 ooro generally attaching and thrilling and dranatlo. But tho Tory atuff of the thing oan only reuain of oourae— and there It la.W
27 ̂Lubbock, og. olt.. II, 97*
27i*ld«l, Ccwploto flora gf Hennr Janoa. p. 551.
275Rlohard fladlittfi SIjc Qrtt Actor. (Londoni HoaLoh RMilton.
1SST), p. 18b. -------------
Selected Lottora of Henry Janoa. p. 158.
277Ibld. 276Ibld., pp. 158-159.
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Although ho mi willing to work on tho structure of tho second 
utj Janes woo nest enphatle In stating that tho oaaonoo of tho charac­
ter of Mrs. Qraoodew could not bo ohangod, Tho role had boon oreated 
for Mias KLlen Tarry, and specifically with an Anar icon production in 
■Ind.
My snail conchy treats its subject— and its subject Is Mrs* Qreoe- dew's appeal and adventure —on Mrs* Orsoodow's grounds and in Mrs* Qracedew's spirit* and any deflection from these and that logic and that oonsistennr would send the whole cotton off into a whirlwind of lncoherenoo.<79
Because of the success of The Passing of the Third Plow Back* 
Porbes-Robertson proposed that they should perform The High Bid con­
currently for a series of natinee performances at Beerbofan Tree's 
"Afternoon Theatre." Janes was agreeable to the suggestion*^ Ac­
cordingly, The High Bid opened for the first of five afternoon per­
formances at His Majesty's Theatre, in London, on February 16, 1909*2®1
279Ibid*. p. 158.
28cfedel, Complete Plays of Henry Janes* p* 552*
2fl3*del reports that Thg High B£d was given on February 16,1909, and for four matinees tSeroarUr on a bill with Louis Tlereelln's one-act play, A Soul's Fight. (See Complete PIct of Hennr Janes* p* 552*) The program la reproduced in Leon Idel's Henry Janesi Lea Annies Dranatlauos (Paries Jouve and Co*, 1931), p* 206*In a letter to 0* Bernard Shaw, dated January 20, 1909, Janes related that when the play was about to go Into rehoareal, the FoTbes- Robertsons needed a ourtaln raiser* Sinoe they had nothing on hand, Janes dramatised his story, "Owen Vingrave,” written naay years before, and he ealled the new short play, She Saloon* However, the Forbes- Robertaons could "make neither besTSor tali of it; and In the second place • • • I Tho High Btdl was going to last too long to allow anything else of Uporianee.* TBee Idol, Selected Letters of Henry Janes. p* 161.) Jhg Saloon was put away in a drawer, out it haoTa Airther history, and a promotion at a considerably later date (of* post* section on The Saloon* pp* 95-10B).
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Thara bad baon a nunbar of altorationa nada in tbo script on tbo 
road. Janaa bad boon •appallad* at tbo nunbar of cuts, but, on tbo 
otbor hand, presumably bo addad now material to tba aeoond aot la re- 
aponae to Qartroda XUlott'a request.2®2 At any rata, tba oyer-all 
playing tiaa was tan nlnutea ahortar by tba time Thf gigh Big raaohad
London.2®̂
Tha anall alxHsenber oaat oonaiatad of Forbea-Bobertaon and bia 
wife, Oartruda Elliott, aa Captain Tula and Kra. Oraoedeui Idward Saaa 
aa Prodnerej Sana Hubbard aa tba daughter, Cora Prodnorei Ian Robartaon 
aa tba old aerrant, Chivaraj and Alexander Caaay aa tba nonantarlly 
aaan young nan. Hr* Hall Pegg.2®*
Janaa hlnaalf waa not in tba bouaa at tba opaning perfornanoe of 
Tha High Bld.2®̂  Ha aaa ■lying perdu.*2®® Hia frlands, John Slngar 
Sargent, and Hax Beerbobn (earring aa tha drana oritio for tha Saturday 
Harlan). uere tbara togathar with tha Aaariean ambassador, and lira* 
Charlaa Hunter. In tha uorda of tha ambassador, Uhitelaw Raid, Janaa'a 
lataat play had bia "usual auooia d*oatlas and nothing nore."̂ ®?
282*del, Belooted Lattara £f Henry Janaa. pp. 157-159.
2®̂ ldal, Conplata Plara £f Hannr Janaa. p. 636.
2®̂ Tha oaat liat ia in tba London Tlnaa (Fabruary 19. 1909).(Tba oaat ia alao liatad by Kdal in Connlata l̂ laya. p. 836.)
«5>Ux Baarbobn, Around Tbaatraa (Londooi Bupart Hart-Daria,1953), P. 5U2.
2®̂ tayal Cortiaaoa, Tba Lifa of Mhltalaw Raid (Haw Torkt Cbarlaa Seribnar'a Sena, 19217,11, u21.
“ w
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On tho whole, The H1A Bid mi favorably reoelvod In London*
Tho critloe aoclaimod lto literary norlta and lit char*, but moot of 
tho revlewera folt that tho play vu aonewhat doflolont in dronatlo 
qualitUa,
Has Beerbohn, writing in tho Saturday Boy low, dovotod noat of 
hla apaoo to a dlooourao on Janoa*a artlatry in tho fioXd of flotion* 
Ho oonoludod that of aXX that ho Xorod in Janoa'a mind, **yery XittXa 
oan bo tranalatod into tho aphoro of dr ana* * * * Qaut3 oron that 
XlttXo haa a quality which no othor nan oan giro uaj aa inaXlonabXo 
naglc,*2®®
In aottlng "tho exquisite" boforo tho audience, tho London Tinoa 
roeognlaod that Janaa waa employing one of hia favorite *notlfa't tho 
"Joy* whioh tha Anar loan visitor flnda in tho old thlnga of England, 
"contracted with tha ooolnoaa and porhapa indifference towarde thoao 
old thlnga of tho people with tha old nanoe who poaaeaa then*"2®̂
Tho HIA Bid waa hailed aa *a oharning and graooful pXay*"2̂ ®
It had a "pleasant literary flavour,"2̂  whioh nado for "pleasing, if 
▼ery light entertainment•"2̂ 2 Tho literary flaror waa in keeping with 
tha purpose of Boerbohm Tree*a Afternoon Theatre, whioh waa intended 
to giro "a aorioa of natinoo porfomanooa of playa too refined for tho
2®®Beerbohn, 0£« olt*. pp*
2®̂ Tlnoo frondcnQ , February 19, 1909*
^ o w  York Tribune* February 19, 1909*
tohdon Mowa* CIPIV (February 27, 1909), 328*
popular taste • • • Tha audience, consisting of the "superior
class" that attended the Afternoon Theatre, "listened with respectful 
attention."291*
A cable despatch to the gfg York Tines described £bg High Bid as 
"all talk • • • but delightful talk."29̂  The London Tines opined,
What a pleasure It nust be for the players to have continuously to talk Hsniy Janes 1 They all aohleve tho feat with dexterity and gustoj to listen to then .you would alaost believe that people do really talk like that.296
The Illustrated London Mews spoke of the "grace and aptness" of the 
dialogue, and of the exquisite turn of Janes's phrases.29? The re­
viewer nade the Interesting observation that Janes had a knack for 
catching "the trick of nodem conversation, which deals In hints and 
evasions, using words as a sort of shorthand, and answers the under­
lying thought rather than the renark actually nade ... *"29®
The critic for Punch nagaslne found Janes "nuoh too leisurely 
for the stage.*299 The characters nade their point In two lines, and 
then went on for ten acne lines to nake sure of it. The New York 
Tribune eonplained of a "great paucity of happenings ."3°° One reviewer
293t a  Tribune, loo, olt.
29l*Mew York Tines, Februaiy 19, 1909. 29̂ Ibld.
^ T̂lnss QbendotQ, loo. ott.
^ Illustrated London Mews, loo, olt. ^ Îbld.
29̂ Puneh. OOCXZn (February 2kt 1909), lii2.
York Tribune, loc. olt.
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oonaantad, “Mr* Janaa la no hand at a plot#*3®- vhila anothar rarlavar 
fait that tha play ahovad a "lack of aoat of tha qualltlaa axpaotad of 
drona, • • • action, Intrigua, plot-daralopuant, lntaraotion of villa, 
and • • • oXaar-aut oharaotarlaatton."̂ 0®
Tha orltiea found aona of tha oharaotara not qulta raal. They 
vara "essentially pnppeta,"^ though they nored with a "lively gmea 
and distinction."^ Janaa ao ovsr-reflned hla "elaboration of eharao* 
tar that tha outlinaa blu r r e d O n a  reviewer found it inoonaiatant 
that Captain Tula should ba both an ariatooratio radical and a “dia- 
honourabla oad,"̂ 0̂  and tha Prodnores vara dlaniaaad aa "nara phantona 
of tha thaatra.*^
Tha stage ia a "groat leveller," said Punch, and tha inplioation 
vaa olaar that thia play rapraaantad a oona down for Janes.Never­
theless, Tha Hlah Bid vaa "a aoat interesting experlasnt."̂ 0? Bran 
that ataunoh Jaaaalan supporter, Max Beerbohn, fait that tha "trite 
conventionality of tho story* vaa a ooneasaion to audianoa taate.̂ 10
^ Tlnoe (Xondon), loo, olt.
^Illustrated London Have. loo, olt.
°̂̂ Baarboha, ©£. olt.. p. 5U5. 3°hlbld.
^̂ lluatratad London Bava. loo. £&•
3°®Punoh. loo, olt.
^ Tlnaa tLondotfl , loo. olt.
3°®Panoh. loo, olt. 3Q9xbld.
°̂Beerbohn, oj>. olt.. p. 5Uu
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As for tho acting* it sowed generally hold that Janes had found
idoal Interpreters in tho Forbes-ftobortsons*
Max Beerbohn folt that Johnston Forbea-Robertaon was * exquisitely
equipped" to interpret Janos* even to tho "groping hesitancy before tho
adverb- In hie reading of tho lino* • 'To Whon do you— beautifully bo*
lcngt*"^1 (This question was direotod to tho aging servant* Chlvers.)
"It was an authentic part of tho soul of Mr* Janos*-̂ 2
Forbes-Robertson enplcyed an exenplary •grace" and "elooution*"
said tbo T i n e s *313 while tho Illustrated London Mows* reviewer folt that
tho aetor created an atnoaphero of "leisurely ease and rofinonont*"̂ *
It was Qortrudo Klliott* however* who gathered tho aooolados*
Miss Qortrudo Uliott oan seldon have done anything quite so good as this Mrs* Oraoodow of horoi a chanting reconciliation of oppo- site qualities— authority and girlishness* earnestness and raillery, Anorlsan independence and an accent as tegllah as tho old houses and lawns* She does it all with a kind of breathless* half-tin id* half-audacious glee*315
^Beerbohn* ©p. olt** p* $1»1*Janos* as he grow older* had an "increasing passion for adver­bial interpositions*" In reply to a criticise of this tendency* Janosis reported to have said* "'Adjectives are tha sugar of literature andadverbs the salt*1* (Bosanquet* op* olt*. pp. 16, and 17*)
^Beerbohn* op. olt.. p* $Ul*
•̂̂ Tinos (XondoiQ * leo* olt*nwwsn won <̂ ae
^̂ Illustrated London Mews, leo* olt.
^Tlnos frondenl * leo* olt* (Tbo referenoe to Mias Elliott's Xngliah accent ssins a llttlo strange in as nuoh as she was born and raised In Anorioa* and tho role was that of an Anerlcan widow*)
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Her *Tlvaolty and touching graoe are just what art needed for Mrs* 
Qraoedew,1* ^  and aha “never aotad with brightor intelligence than la 
tha part of this frank and ausoaptibia widowt'̂ tf
Tha players of tha Xaaaar parts received warm, if cooperatively 
little* attantion froa tha proa a. Ian Robertson, aa tha old servant* 
was "just tha ve®7 typê î *® ha waa ■flne.“3W sdward Sass and lane 
Hubbard wars “quits good aa tha Protewraai it &ra4) not thair fault 
that tha Prodaores frera) asra phantoms of tha thaatra nara oonoaa- 
aiona to tha brutal nature of tha theatrical audience.*^0 Mias Hub­
bard v as Cora Prodmore, *gare a delightful reading to a delightfully- 
drawn character,*^1
Perhaps Forbaa-Robertson*a own opinion proridaa a emn«iy of
tha general reaction to The High Bid,
Tha play taaaad with delioate romance, full of charm and freafaness of treatment* and all in tha high oomedy wain* • • • Cfha High Bidl, however* proved of far too daliaata a fitem and literary elegance to appeal to a general public*^
^Beerbohn, Og. olt,, p. 51*5*
^Illustrated London Haws, loo, olt.
^Tlnaa D*oodoxfl, loo, olt.
^Beerbobn* og. olt., p. 5U5.
^ T̂inaa feondon), loo, olt.
^^Punoh, loo, olt.
^̂ erbes-Robertson* og. alt.* p. 273*
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The Chaperon
In aid-July of 1891* Janes aado a notation in his rogular note­
book of a situation out of whioh ha thought ho oould nako a story. Tho 
Idea* Janoa noted* had oona Aron a •word of Mrs. laris's," and it con­
cerned a wonan who had ooapronised haraolf* and whoao daaghtor eventu­
ally rointroduood bar to soolety.323 On July 21* Janoa wroto that ho 
had dooidod to nako tho atory into two parta for tho Atlantia Monthly* 
it waa publiahod in that nagaaino at tha and of tho yaar with tha 
titlo, Ctotrgn.321*
It ia lntoroating fron tha point of view of tho proaant study 
that Janas* in his notebook, oonaldorod developing hia atory in dre- 
natic tons i
If I oan nako Part II all it nay bo* tha thing will bo wary good indeed* Make it purely dramatic* wake it novensnt and notion* I hare set tho stage sufficiently in tha first act.325
In Tig Couplets Plan of Henry Janaa. Loon Idol has included 
aone unpublished fragnsnts and notes which Janes left for a proposed 
dranatlsation of The Chaperon. Professor Idol had assess to aone un­
published notea "torn fron a scribbler*" which were dated about Kay or 
June* 1893*^ and also to a rough scenario dated 1 9 0 7 Sdel also
^̂ Katthleaaen and Murdock* og. oit.* p. 106.
^*The story* "The Chaperon** was published in the Atlantic Monthly in Wovonber and Seoenbor* 1891* and It was later included in a volumeof short stories* published under the title* leal Thins, in1893* (See Idel and Laurence* og. olt.. pp. 89-90* and p. JM.J
Ŝjatthiessen and Murdock* og. «it.* p. 108.
^^Idel* Cowplete Plays gf Hennr Janes, p.
^ 7Ibid.. p. 607.
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nftn to ion unpublished correspondence between Jane* and Arthur 
Pinoro in 1893, whan tha lattor suggested to Janaa that ha ahould nako 
a dranatlaatlon of hla ahort atory.̂ 2®
In tha 1693 notation*, Janaa oonaldarad various problana involved 
in transferring tha atory of Tha Chanoron to tha stage* bia Ideas, Janaa 
fait, ahould bo "in tana if Lad and dranatioally pointed"*329 a nan haro, 
in tho fom of a third auitor, ahould bo provided for tha haroina, ftosej 
bar Aunt Julia ahould booona an uncle— "to dininiah tba nunbar of 
w o n a n "  > 530 ̂  perhaps two othar wonan oharaotara oould ba nerged into 
one* Although Janaa envisioned naay ohangaa in tha plot, ha fait that 
tha general subject ahould renain tha a ana. Tha atozy waa of a girl 
whoaa nothar had a "paat," and of tho girl*a afforta to rainatata har 
nothar in society* Tha girl aotad aa "chaperon? to bar nothar*
Many yaara lator, in 1907, Janaa mturaad to tha idaa of naking 
hia stray, Tha Chaperon, into a full-length play* Ho had just finiahad 
converting Covering tod into tho throe-act play, Tha High Bid* for 
Forbes-Robertson, According to hia aaoratary, Miaa Boaanquat, hia in­
teract in writing for tha thaatra had boon rakindlad, and ha aaarohad 
anong hla stories for dranatio naterlal*331
In hla rough draft for Tha Chaperon. Janaa groped hla way through 
a naaa of ldeaa for the play* Ha had deoided, provisionally, to retain 
tha oharaotara* nanaa fron tha tales tha haroina would atlll ba Boaa
^Ibid*. p. 1*55.
^Ibld.. p. U57* 330^14^ p# ̂ 9.
^̂ fceon Idol, Henry Janoa* Laa AnnAaa Dranatiouaa (Paris* Jouve and Co*, 1931), p* 192.
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Tranora, and bar suitor would at ill ba Bartran Jay* Janaa oonaidarad 
how to handla hla axposltlon, and ha daoldad what avanta ahould ba in 
tha first aot* Tha aaaond act, ha thought, ahould aaan to indioats 
poaaibla dsfaat for Ross's plana*
Janaa dawslopsd four aajor aaationa of dlalogua for tha flrat 
act* Ha waa oonaoloua of problana of staging, and of tha nsosssai'y 
functions of oartain aoanaa* Unfortunatsly, tha nanuaorlpt broka off 
la tha niddla of Janos's dlaeoursa about tho aaaond act*̂ 32
Tha rough draft for tha play, Tba Chaparon, waa nada In Noam- 
bar, 1907* Howswar, It baoana apparant at this tiaa that Tha High Bid 
(tha Torbaa-Aobartaon play) would ba too abort for an ant Ira aranlng, 
and Janas lookad around for oonathlng also whioh ha oould natoa into a 
ons-aotsr to fill out tha bill* His oholoo fall on his short atory, 
Owan Vlnarara* whioh ha pronptly oonrartad Into dranatle fern undar 
tha now tltla of Tha Saloon* Janaa navar again raturaad to Tha Chap*
aron*333
Tha Saloon
Janaa'a atory, "Owan Vlngrara«" was flrat publlahad in tha naga* 
>lna, Tha Graphic, in 1892 ,33k and It waa lnoludad In a oollaotion of 
talas publlahad in 1893*^ Nora than a daoada latar, Janaa triad to
332Sdal, Conplata Plaars $f Hannr Janaa* pp* 609-637.
^%dal, feg Aim6s> Pranatlquaa. p* 192*
^*«dal and Lauranaa, ag* olt*, p* 327*
33̂ Ibld*. p. 93.
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reoall the origin of the atory, and It iNMd to hla that tha ldoa had 
ooat to hla eeaplate* and “right* la all ita dotaila* aa ha obaareed a 
Tonne aaa la Kenalngton Qardena. Tha young naa "by tho aora aagle of
V
typo" ostabllahod a altuation* ooaploto la all ita laplleatlona* la
Hew Jaaaa oaao to ©onrert “Owen Wlngrevo* Into hla one-aet play* 
Tho Saloon, haa alroady boon reoounted la tho foregoing aoetlona on Tho 
High Bid and Tho Chaporon. However* la ordor that tho preaeat aaotlon 
will bo ooaploto* a llttlo recapitulation la needed. Whan T£§ High Bid 
waa about to go into reheareal* Sir Johnaton 7orbee-Bobartaon dooldad 
that It noodod a ourtaln-raiear.337 Accordingly, Jaaaa lookad aaong 
hla abort atorloa for aoaothlag aultabla to oonrart Into draaatlo fora* 
and ho aolaetod Owen Wlngraro. Thla waa at tha boglnnlng of fkaeoabor* 
1907* and within a aonth Jaaaa had hla abort play raady* with a naw 
tltlo* Tha Saloon.336 Howorar* tha Forbea-Roberteona oould "wake 
nolthar hoad nor tall of It**^ and Jaaaa put tha llttlo play away la 
a drawer.
Shortly aftermrde* Jaaaa ahowed Tho Saloon to Bar lay Qranrille* 
Barker* and ho* la turn* ahoued It to tha Stage Sooiety. Unfortunately, 
tho Stage Sooiety rebooted tha pleoe.̂ *0
Jaaaa'a alnd.^
Char lea
337Idel, Solootod loitoro £f Homy Jaaoo. p. 161. 
33°Sdel* ̂ 0£ Annlea Praaatlouoa. pp. 192*193• 
33*Sdel, Mfolfefd Jjfttja £f Hanrr Janaa. p. 161. 
^*°Ibld.. p. 159.
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In August of 1910, Henry James visited tbs States so as to ba 
with his dying brother, WIIILm u  At the end of tbo month, William 
died, but Joms stayed with tbo family for about • year longer*̂ *
While Jomo woo in Am t Ioo, bio agent oontaotod bia with tbo nova that 
Oertrudo Kingston was interested In The Saloon, and, In January of 1911, 
she produood tho play in London*^ Jaaoo did not see tbo production,
Tbo central oharaotor of Tbo Saloon Is young Own Wlngrave* Owen 
has oom hoM for tho express purpose of tolling his faaily that bo has 
nade up his alnd not to follow tbo family military tradition! ho wishes 
to pursue a literary or a scholarly career* Sines Owen Is tho last of 
his lino, this is a particularly serious natter* Owen's grandfather, 
newer soon on stage, disowns him*
Tho action is sot In tbo main llring-roon (tho saloon) of tbo 
country hone of old Qeneral Sir Philip Vingraro, K*C*B*-"Owen's grand­
father* Tho room is like a nusoun with oases of military relies, and 
pleturos of military non on tho walla*
There Is a Wlngrave faaily legend about a boy who refused to 
fight, and who was beaten to death by his grandfather* Tho ghost of 
tho grandfather, tho "monster," still walks, and he has boon soon In 
tho saloon*
To round out tbo east there are sons house guostot Spencer 
Coyle— a professional any ooechj Mrs* Coyle» Bobby Loofansro, a friend 
of Owen's} Kate Julian} and her nether, Mrs* Julian* Tho Julians are
^Theodora Bosaaquet, Hennr James at Work (Londons Hogarth 
Proas, 192b), P* 21*
^Bdel, Complete Plus Hennr Janso* p* 6ltf.
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alto a ailltary fanlly, And thara haa boon An undaratandlng that Kate 
And Owen would marry*
Knt« taunta Owan with oovArdUo for refuting to tutor tho m y *  
8ht aaya that aha hat toon tho Vlagraae ghoat, hut that Owtn would bo 
afraid to aaat It* Owan la not afraid, howawar, and ha M]n that ba 
would Ilka to put an and to tha haunting* Sha goada hla on, until ha 
fairly ohallangaa tha ghoat* By thla tine, Kata la tarrlflad by what 
aha haa dona, and aha baga Owan to kaap allant* Owan paralata reck- 
leaely, aaylng, "What do 1 oara for tha P— on hlaaalf except for tha 
Joy of blaatlna—»1*3̂ 3 Aa ho aoya thaaa worda, tha roan ia plungad 
into darknaaa. Whan tha darknaaa haa paaaad, Owan la lying daad on tha 
floor* ha haa diad a aoldlar'a death
In tha production whioh tha play reoeired In 1911, thara waa ap- 
parantly aoaa actual phyaloal rapraaantatlon of tha ghoat* A oouple of 
tba rarlawtra rafarrad to a "flicker* of whltaj^ ona oritlo wrote of 
a *oonorete * * * dear old fanlly ghoat") ^  recorded that Owan 
fall daad at tha *ahadoay feat* of tha ghoatĵ  and H. M* Vaibrook
^Ibld.. p. 673#
^*The taxt of *Tha Saloon" waa publlahad for tha flrat tint inLaon Bdel'a, T&  ConPlata Flaw of Hannr Janoa. pp. 650-67U.
^Dallr Chronicle frondoiQ , January 16, 1911) and AthanaaunÔ ondoiC, foYU3U3 (January 21, 1911), p* 60*
^^Tha fl ketch, UZm  (January 2$, 1911), 82* 
^Tha ten blew Tork], January 18, 1911.
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aentloned a "polo# dlnly i h d figure,"̂ ® This was not Ia aooord with 
Janos's wishes.3*1?
On January 17# 19U# Qortrudo Kingston prosontod Tho Saloon ss 
tbs first Lton on s doublt bill st tbo Llttlo Tbsstro In London* Janos's 
play sorrod as tbo ourtain-raioor to Clooly Hamilton's Just to Get Mar- 
rlod* In whlob Miss Kingston horsolf appeared*̂ 0
Tboro soonod to bo sons dlssgrssnont anong tho oritlcs as to tbo 
norlts of Janos's play* Tbo Athanasius said that tbo Tory qualities 
whlob gars d 1st loot Ion to Janos's novels# bis "dolleaey and subtle- 
ty • • • bis fastidiousness#" hanporod bin as a playwright.3̂ ! Tbo 
Tinas found It lnoongruous that sueb lltorary dialogue should load up 
to such "'lurid"* nolodrsna at tho end*3̂ * It was said that Janos's 
"suporb and sonatinas tronondous pros# * * • {sad * distinguished 
eonpHnsnt" to the stage,3'*3
H* M* Walbrook# who was a Jams enthusiast# wrote in tbo Pall 
Mall Qasotto of tho "soft rhythm#” and tbo "delicate ooononlos" of 
Janos's prose*3̂  Ho onananted that swan a one-act play oould booono
M* Walbrook, Mights at the Play (Londons V* J* Han-flnlth# 1911) # P* 115* (Rotlew of January”l7̂ "i9Il# reprinted fron tho Pall Mall Qasotto*)
3***Wel# Cqpplete P̂ aye gf Hennr Janos, pp* 61*6-649.
^ ^inss (Xondoifl # January 16# 1911*
^ Athenaoun (̂ ondonl # No* 1*343 (January 21# 1911)# p* 60*
^ T̂lnos [London) # loo, olt*
333Pellr Chronicle, loo, olt*
3̂ Siaibrook# og, olt*. p* 115,
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a "thing of powar « • • In tha handa of a naatar#"3®' Yaara latar, in
an artiola on Janaa, Walbrook raoallad,
tha long drawn-out oonwaraatlonal aaohangaa • • • vara fall of baauty and aignifioanoa far thoaa liotanara who vara alraady fa- ailiar with tha rhythna and aeonoalaa of tha wrltar'i proaa} bat thair affaet upon athar aaahara of tha audlanoa waa arldantly wary dlffarant# "I faal aa if I had baan altting in a nadhouaal" ax- elalnad an lndiwidual in tha anoking-roon during tha antr'aotathat foUowad.356
Tha Tinaa1 oritlo obaarwad that tha playara "knit thair browa in 
tha affort to rananbar tha unuaual oollocatlona" of Janaa'a aantancaa.3̂  
Tha vritar for tha Saturday Barlow atatad that although no ona talkod 
in raal lifa lika Janaa'a oharaotara, "tha parfaot oonrantion bringa ona 
[oloaar] to natura than any dagraa of phonatio raaliani*358 To him, tha 
oharaotara aoundad "allra* and "natural" in thair own idlon#3**9
Host of tha orltloa found Tha Saloon thrilling, and tha oownanta 
rangad all tha way fron Walbrook'a warn raaotlon, "ona of tba noat 
thrilling oma-act playa produoad in London of lato yaara,to tho 
Skatch'a. "you cannot fool borad,"3̂ 1 and tha Athanaaun'a obaarratlon, 
"tha play affaeta tha narraa without conquering tha raaaon#"3̂
3g*Ibld.. p. lli*.
3^dalbrook. H# M., "Honry Janaa and tha Thaatra." London Mar- 
cury. XX, Bo* 120 (October, 1929*), 6lU.
3̂ Tinaa [London), loo# olt#
3̂ Tha Saturday Bar law# CXI, (January 21, 1911), 75*
3*9Ibld.. p# 76#
36<Valbrook, Mjghta at £hg Play, p# 116*
3̂ 1Tha Skatoh. loo# olt.
^Athanaaun. loo, alt.
10QL
Regarding the playaortpt technically, the Skotoh eonplained of 
the "olunelneoa of tho needleaaly nuueroua entreneea and exlta,"383 and 
tho Athonaoun wished that Jaaaa hod hoadlod tho aupomatural loaa 
crudely.38** Tho lottor rerlower oloo oorpod that tho notires of tho 
oharaotara were "fantastic," and that they talked and bohared "aa 
though thoy waro llring la tho elgfetoonth or an oarXlor century."38-*
On tho othor hand, tho orltlo for tho Saturday Barlow found tho play 
"essentially dranatio," pralaod Ita "foroe and worteanahtp,* and folt 
that tho play ahould bo aoon again ao that tho "cunning of oach stroke" 
night bo appreciated.388
la for tho aetlng, tho oaat aa a whblo waa lauded, Janoa waa 
“wall served by hla Intorprotora, and tha play waa "splendidly 
acted,*388
Sono of tho Indlrldual porfamanooa woro not judged to bo ao 
par foot, however. Irorard Vanderllp, who playod Owan Wingrere, waa 
aald to bo a llttlo erudo and stagey,38? although ho did ploy with 
"euotlonal intensity,"3̂ ® ])ora Barton, aa Kate, "playod with oonsider- 
ablo powor,"3?! and thrlUod hor audlanoa "by hor shriek at tho ollnax
^^Tho Sketch. loo, olt,
38**Athonaoun. loo, olt. 38̂ Ibld,
Saturday Barlow, loo, olt.
^Athonsoun. loo, olt.
Chronicle. Iso. olt.
38̂ Tho Skotoh. loo, olt.
3̂ °Athonaoun, loo, olt.
3WTho Skotoh. too, olt.
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of tho llttlo tragedy•"372 However, oron Holbrook found fault with tho 
ploying ot tho ollnax, which, ho said, booane "a orudo oontoot botwoon 
o non yolllng and a wonan oeroanlng."373
Ono aotor who really plooood tho orltioo woo Holllwoll Hobbes,
In tho rolo of Spenoer Coyle. Ho "plooood tho bouse"|37U ho delivered 
hlo opooohoo with "point" and "stylo"j375 and ho sold his linos with a 
"norrous nostory of noosurod opooeh that nodo ohoptoro out of nono- 
oyllablos."*76
Othors In tho east woro Francos Ubtheroll as Hrs. Coyle, Mary 
Stuart as Mrs* Julian, and Owan Naros as Bobby Leohnere.377
On tho whole, Tho Saloon had not with llnltod sucoess.378 xho 
aotors ooonod to hawo porfornod tolorably wall* Tho writing of tho 
play was praised for Its dolloaoy, yot tho gonoral fooling ooonod to 
bo that whatever success the little thriller night achieve would bo In 
spite of Its too literary flavor.
372Athanaoun. loo, olt.
Âfalbrook, Mights at tho Play, p. 116.
37i*Tho Skotoh. loo, olt.
^ Âthonaoun. loo, olt.
37̂ DaUy Chronlolo. loo, olt.
377^ east lo listed In tbo Tlnoo {XondorQ , loo. olt.
37®rho Saloon ran for four wooko. Tho "last night" was adver­tised in tSoTinoo itondorii on February U, 1911 •
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The Other House
Henry Janes's next play never mi produced, but it did reeeh the 
hands of prospective producers• That play v*s The Other House.
The idee for this play appeared in Janes's notebooks as far baok 
as Christmas of 1893. At that tine, Janes outlined a plot for a possi­
ble second play for Kdvard Conpton, who had produced The laarloan two 
years earlier. At this stage, Janes envisioned a happy ending for the 
play, and he planned to write it in three aots.̂ ?? Later, Janes noted 
that he had sketched the whole play, and that its title was The 
Promise.#0
Apparently, Coapton was not interested in the play, and it was 
laid aside for a couple of years.#* (Leon Idol has suggested that 
Janes hoped that Elisabeth Robins, who had starred ia Tha Anar loan. 
would be in the play— since tha major role was for a wonan. Besides, 
Rose Arniger la an Ibsen type, and Nias Robins was an Ibsen actress.)#2
Then, in 1896, Janes converted his three-act play into a novel 
whioh waa serialised in the Illustrated London Hews, and then published
^̂ Katthiessen and Murdock, og. oit., pp. I36-H4I. In this early version of the plot, the child*waŝ o be poisoned, but she would reoover. (of. poet, p. 10$*)
#°Ibld.. p. 233.
#*I. ?. Benson (ed,), Hennr Janest Letters to A. C. Benson and Auguste Moood (New lorkt Charles Scribner's Sons, l?3o7, P* 1W.(Jmes wroie to Nonod that the three-act play had been "laid by after only one manager had read it.*)
# 2Hanry Janes, The Other House, with an introduction by Leon Bdel (Norfolk, Connecticut! Ifow Directions [l9U7f ), p. xvi.
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in book Tho novel, unlike tho first play version, hod o
tragic ending*
In 1907, tho Xnglldh thootro ooonod to bo entering o now ore 
with tho rise of tho repertory oyoten* Janes's secretary* Theodore 
Booanquet, hoo rooordod that when tho 00tor nansgoro "began to aok for 
'non-ooMtorolal' plays," Janoo wao quick to respond*^ Tho Other 
Hones wao [now] re-dictated ao a tragedy*"̂ ®* In ̂ 0 Annies Drana- 
tlgueo. Idol indicated that Janoo began work on tho second dranatio 
version of Tho Other House in July of 1906, end that ho dictated tho 
now scenario in Soptonbor*̂ ^
Tho Othor House is divided into a prologue and three aots*̂ ®?
Tho prologue is long enough to constitute an aot by Itself, but tho way 
the ploy U  divided helps to onphaolio the tine lapse between the 
action of the prologue and that of the three nain acts* Tho prologue 
takes place at tho hone of Anthony (Tony) Breen, a country banker) and
^ T h e  other House1* appeared in tho Illustrated London Mows.CIX (U July— 26 Septenber), I896, in thirteen InataHnonto* in iKat sane year, tho book was published in London by Villian Hoi noninn, and in How York by tho Maonlllan Co* (See Idol and Laurence, A Bibli­ography of Henry Janoo* p* 10$, and p. 329*) ”
^Theodora Booanquet, Henry Janoo at Work (Londont Hogarth Press, 192U), p* 20*
^Ibld.. p. 21.
Los Innioo Dranatlques* pp* 196-197, and p* 210*
^Tho version of The Other House which is included in Idol's The Ocnylota Plays of Homy Janoo. Jis ibo longest typescript fef four in oxiotonMj following closely iho.novel," p* 822* The plot given here is based on the script in Sdel*o Conploto Ploys* pp* 680»7$8*
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tha thraa acts taka place, four yeare later, **at tha 'otbar* of tha 
pair of houaee, that of Mrs* Beaver, hia Partnar la tha Bank**̂ ®®
In tha Prologue, Tony* a dying wife (never aaan on-stage) ax- 
traota fron har huaband a proniaa that ha will not narry again during 
tha lifatlna of thair newly bom daughter* Roaa Amiger, tha wlfe*s 
oloaaat friend ainoa girlhood, ia etaying with tha Braans at tha tine 
of tha wifa*a death* On tha day of tha pronlae, Roee braaka har an- 
gaganant to Dannla Tidal*
Tour yeare after hia wife*a death, Tony flnda hiaaalf in Iowa 
with Joan Mart la* Jean la etaying next door with Mra* Dearer* Boae 
Amlger ia aleo etaying there*
It ao happena that Jaan'a birthday ia on tha earn day aa that of 
Tony1 a little girl, Iff la* Thair ooonon birthday celebration haa 
brought little Iffla over to Mra* Bearer*e houae*
After tha birthday party, Roee Amiger tahea up tha ohild in har 
ama aa if to cany bar hone, and Jean ahortly follows than out* Later 
tha ohild ia nlaaing, and Roaa declares that aha had left little Bffla 
with Jean* Unknown to Koaa, however, Jean had net Dennla Tidal and 
they had gone for a walk* Jean, therefore, oan proee her wharaabouta 
at tha tine of tha ohild'a disappearance,
Tha ohild ia found drowned in a little rirer whioh aaparataa 
Tony'a house fron "tha other houae11—*that of Mra* Beaver* Roaa trlea 
to throw tha blane on Jean* Tha fanlly phyaleian, however, nakee it 
olear to Tony that Roaa drowned tha ohild, and they agree to huah tha
368Ual, Oonplata Piers of Hennr Janaa. p* 680,
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nattar up* Thu horribla truth is thst Ross has always baan in lows 
with Tony# and shs killsd Kffis so thst Tony would bo frssd fron his 
pronlss and oould aarry again* Ross hopsd that Tony would narry har*
To pro toot Ross | Dsanls Tidal publloly announoss thsir ongaganant# and 
thsy Isay togsthsr* Howayr, both Ross and Tony rasognisa that Datmis 
has no intsntlon of nanying bar* Thus Ross's orins will not bs dla- 
ooyrad by tha law* but shs has lost Tony* and shs has fa Had to pro* 
want his avantual marriaga to Jaan* Har punishasnt lias within harsalf • 
Early in 1909# Janas had a ooupla of naatings with OranviUa* 
Barkar# at whioh thay discus sad tba possibility of Tha Othar Housa as 
a play for Gharlsa Protean'a rapartory oonpany* Howayr# Protean 
wantad an original play and not an adaptad noval*^
Naxt# Janas put tbs play in tha hands of Hsrbart Tranoh# who was 
planning a rapartory saason at tho Haynarkst* Plans soon to haws pro- 
grassad to a fairly advanoad stags* Howayr, thara wars dlffloultiss 
in oastingi and various disagrsonants* Finally, aftsr tha rapartory 
oospany oollapaad, tha sorlpt was raturaad to Janas— unproduoad*^5 
Tha Othar Housa ranalnad unpublished, as a play, until Idol 
lneludsd It in TJjg Conplata Plays of Hanry Jaaaa.3?*
*®*idal# Las ,lnnias flranatiouas. p* 210* also Hanry Janas# Tbs Othsr Housa CL9Lu7 p* six*
Plav of Hanry Janaa. p* 679* Has also Lub­bock, Lattars of Hanxr Janas. Il7 15̂ -1311 and Hanry Janas# Tha Othar Housa* OwTl * p* «•
tha netas at tha and of Tha Ccnnlata Plays of Itarr Janaa. ■dal lists four axfcant typaaoripts of Tna Otnar Housa* La kis lntro- duotlon to tha 19U7 ad it ion of tha novsl# Professor Idal statas that tha four nanusoripts whioh hava baon prasarvad wars all writtan for Tranoh* (Has Janos# Tha Othar Housa* CL9U?) # p* xix*)
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The Outorr
Early in 1909, Charlee Frohnan aiwounood that ha would Initiate 
a rapartory aaaaon at tha Doha of York*a Theatre tha following aprlng* 
Hla plana waro axteneWet if tha London wantora waa a auooeaa, ha 
plannad to opan anothar rapartory thaatra, at tha lapira in Haw York.392 
Frohnan invited auoh writara aa Shaw, Qalaworthy, Qranvllle-Barker, 
Pinero, Maaefield, and Hanry Janaa, to autanit aanuaoripta of playa for 
oonalderatlon*393 1*900latad with Frohnan In tha venture wara Janaa M* 
Barrla, and, aa diraetor, Harlay Q r a n v l l l e - B a r k e r .39U
In tha previoua aaotion of tha praaant ohaptar, it waa nantlonad 
that Frohnan rejected Janaa'a Tha Othar Houaa baoauaa ha wantad an 
original play and not an adaptad novel* looordlngly, Janaa aat to work 
on a now play for Frohnan, whila ha offarad Tha Othar Houaa to anothar 
produoar, HaTbart Tranoh* For a tlna, tha author waa working on both 
playa ainultanaeualys ha waa outting tha flrat play for Tranoh, whila 
ha waa writing a now thma-aot oonady for F r o h n a n * 3 9 5
In Daoanbar of 1909, and in January of 1910, Janaa waa working 
furloualy on Tha Outory— tho now play for Frohnan* Part of tha tina 
Janaa wrota in London, and part of tha tina at hla hone in Bye, Sue- 
aax*396 In an attenpt to aohleve brevity, Janaa wrota Tha Outcry in
>92Tha Thaatra Olaw York), H, (Juna, 1909), 175.
^^■dal, tea tonlaa Pranatlquoa* p* 209*
^*Tha Thaatra* loo* olt*
^Lubbook, tettara of Hengg Janaa* II, 129* 
tea JLnndoo Pranatlquoa. pp* 236-239*
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longhand, and hla ••oratory typed tha play firon hia nanuacrlpt.̂ ??
■van ao, thara were tha usual outa to ba nade, and this waa always an 
agonising proeass for Jaaaa,
Baglanlng in January of 1910, Janaa waa Tory unwall for noat of 
that yaar. In spits of this, Tha Outory waa finally finished, frohnan 
want ao far as to oonaldar nattara of easting, and it waa hopad that 
Sir John Haro and Irons Vanbrugh would ba in tha eaat.3̂  However, bs- 
oauaa of Janaa'a illnaas tha play waa not put into rehearsal, Than, 
with tha failuro of Prohnan'a rapartory venture, a aisabla forfait waa 
paid to tha author, and ha recovered tha rights to hia play,̂ 00
In August, 1910, Janas want to Anarioa to ba with hia dying 
brother, Willies, In tha naantlna, Hanry Janoa aakad hla ■aoratary to 
typo out tha play again, restoring all tha out notarial,^
While ha waa In tha States, Janaa re-wrote Tha Outory aa a novel, 
and it waa publlahad in 1911,̂ 02 Shortly before tha novel's publication, 
Janaa raoalvad a request for tho play fron C, K, Vhaalar of tha Stage
^Bosanquet, og, olt,, p, 6,
398Lubbock, ££• oit«, II, 129-131) and Idol, Lw Anndaa tan* tiquaa, pp, 211-212.
3̂ Sdal, las inndaa Pranatlquoa. p, 212, (Sea also 8lnon Mowell- Snlth, Thâ Lâ anZTor tha rfaalor Maw lorkt Charles Sorlbnar'a Sons,
U00Id.l, las InnSaa Dranatlquea. pp, 239-2U0,
^^Tha novel, Tha Outory, waa publlahad in London by Methuen and Co,, in 1911} and it waa publlahad by Charles Sorlbnar'a Sana la New York, in tha aana year, (Idol and Laurence, og, olt,, p, 1U7,)
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Sooiety of London* Replying fron Mow Tork* Janoa said that ho did not 
think thla waa a favorable tina for a production* and tho natter waa 
allowed to dropj*®̂
Irentually* a year and a half after Janaa'a death* tha Stage 
Society did produce The Outcry. It waa preeented in London for two 
perfomanoea* on July 1 and 3* 1917
Tha action of the play waa* aa Janaa aald* "highly eontenpo- 
raneous**^ and it etaaned fron the attenpta of an Anar loan art col­
lector to buy up valuable paintings In Britain* Specifically* the 
Anar loan* Breckenrtdge Bender* tries to buy a painting toy Joahua 
Reynolds* whioh ia owned toy Lord Theign*
The Outcry ia in thrse aota* The first act takes plaoe at the 
country hone of Lord Theign* and the other two aota taka plaoe in 
London at the hone of Lady Sandgate— a friend of the faaily*
Lord Theign haa two daughters* Kitty (never aeon on-stage)* and 
Qraoe• Kitty* the older of the two* owes a large debt to a oertaln 
duchess* The duchess la willing to forego payaent if the younger girl* 
Qraoe* will narry her son* Lord John* Tor thla reason* Lord Theign 
urges Qraoe to accept Lord John*
Qraoe has nade frlsnda with a young oonnoisseur of art* Hugh 
Crlnble* Hugh cones to see Lord Theign'a collection* Upon locking at 
a so-called Moretto* Hugh beocnes greatly excited* for he is sure that
^O^Lubboek* eg* elt** II* 18>16U*
'•‘W ,  saEijt. Q a a  of Henry Jansa. p* 765* 
*»°*Ibld** p. 766.
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the painting la really by the great Italian, Mantovano. Hugh offers to 
try and find out whether the painting la really by Mantovano, hut he 
offers his services only on oondition that Lord Thelgn will pronlse not 
to sell the painting out of the country.
Lord Theign bridles at Hugh’s apparent attenpt to control his 
actions* Nevertheless, Hugh goes ahead with his investigations, and 
the painting turns out to be a real Mantovano. As a result of his 
sonswhat perverse pride. Lord Theign offers the painting free to the 
National Qallery instead of selling it.
It is clear that Qraoe and Hugh are in love, and, at the end of 
the play, it is understood that thay will narry*̂ 0̂
Janes left the question of Kitty's debts unresolved. However, 
it nay be assunsd that Lord Theign can afford to pay then, sinoe he had 
offered to settle sons nine or tan thousand pounds on Qraoe if she 
should Marry Lord John.
In the oast of the Stags Society production of The Outcry were 
Smest Bodkin as Lord John, Katherine Pole as Lady Sandgate, I. J. 
Caldwell as Breekenridge Bender, Kllen O'Halley as Lady Qraoe, Million 
Amstrong as Hugh Crinble, and Albert K. Baynor as Lord Theign.^
Of Janes's creation, the London Tines coansntod that the stuff 
of drana was “not exactly his gane," and that the author's "love of 
artistic oonstatation1* oould be oonprehended by vary few of those
script of The Outcry which is included in Idol's The Con- plete Piers of Henry Janes (pp. 706-807), is the version oenpileSTby Miss Bosanquet, in which all outs were restored. (Conoloto Plays, note on the texts, p. 823*)
^Tlnss Hoodoo], July U, 1917.
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present**10® Further, Jnu wrote hie own Ingllsh, *as the players 
seened to find to their oost.***0̂
That the eotore found the linee difficult wee oonflraed by the 
Menoheeter Quardtan's rerlewer, who eeid that the players labored with 
patient eywpethy to convey the play's conflict 11 through the diaphanous 
aedlua of the play's language."*4̂0
Allan Vade, who had been associated both with Charles Frohnan 
and with the Stage Society,*11* recalled that the dialogue In The Out* 
cry "proved very difficult to the aotors and resulted In a loss of con­
viction.*^ Janes's secretary, Theodora Bosanquet, recorded that the 
actors were *enbarrassed by their linea,***1̂
Specifically, the Tines oowplalncd of Janes's "wanton use of the 
interpolated adverb, "*4**4 while the Manchester Quardlan spoke of "his 
adverbial affection and his passion for fine and oourteous defini­
tions*"̂ ** Miss Bosanquet explained,
by 1909, when the play was written, the nan and wonen of Henry Janes could only talk in the nanner of their creator* His own
U06Ibid. **°9lbld.
***%anchester Quardlan. July U, 1917*
lal*del, Conplete Qan. of Henry Janes, p* 763*
**12The quotation is froa a letter written by Allan Made to Le Boy Phillips, dated March 30, 1933# which is in the possession of loon Idol* Professor Idol kindly provided a longer excerpt froa the letter to the writer of the present study* of* ante, p* 63, footnote nunber 171*•
^Bosanquet, 0£. olt*. p* 21.
*****Tlacs pcndoifl, Ice* olt*
***Sanchestar Quardlan. loc. olt.
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speech, assisted by the practice of dictating, bad by that time be- 
o o m ao inveteretely characteristic that hla questions to a railway dark or to a fishmonger about a lobster, might easily bo reoog- nlaad aa oolnad la tba aaaa aint aa hla addresses to tha Academic Coaalttaa of tha Royal Soclaty of Literature .*£6
0. Barnard Shaw oalled tha play a “hopeless failure.11̂  tfrit- 
lag about tha performance a one yeara afterwards, Shaw made tha point 
that thara ia a type of literary language which ia “utterly unintelli­
gible to tha ear.*^® Ha recalled an experiment which ha had made 
between tha acta of The OutorTi whan he had repeated aoma of tha linee 
of tha dialogue to hia friends, but they could not underatend what ha 
waa saying.**1?
Not everything that waa aaid about the performance of The Outcrr 
waa unfavorable* Tha Manoheator Quardlan thought tha eoane “beautiful11 
in which Qraoe “takes tha aide of tha young eonnoiaaeur againat bar 
father and hla outraged traditional**20 Tha Tinea waa divided in ita 
opinion of tha actings tha actors who played Lord Theign and Hugh Crlm- 
bla ware critic lead adversely for failing to produce tha right Jamesian 
flavor, but tha ladies “got nearer tha mark.**̂ 1
k̂ Boeanquet, oj>. olt*. pp. 21-22.
^Tlnaa Literary Supplement (London], Hay 17, 1923*
^Ibld.
**1?Perfaapa Shaw exaggerated to make hia point* How oould Q. B. 8* have repeated sentences from tha dialogue unless ha himself had understood the words on hearing than spoken from the stage?
*<2Chanohsetor Quardlan. loo, clt.
k̂ T̂inos [London] , loo* olt.
113
As a soript, tha Manchester Quardlan referred to Aa Outcry aa a 
"subtly-spun oonody*"**22 Miss Bosanquet fait that Tha Outcry bad nany 
advantages ovar Janos's aarllar plays, particularly In tha working out 
of tha solut Ion— vhloh was aooonplished "without any uaa of tho neohani- 
cal shifts and stags propart las nssdad In The Reprobate. eU23 (Tha 
Reprobate was wrlttan earlier, hot It was producsd latar by tha Staga 
Society— in 1919*) Prederiok Dupee, aftar raadlng Tha Outcry, fait 
that It was a poor play* and ha wondarad how It "ever so wuoh as took 
root In tha fastidious wind of Hsnry Janes,***2̂
It would saw that this, tha last play of Hsnry Janas, was lass 
favorably received than sons of tha aarllar productions-—Including tha 
failures* Perhaps, as his secretary Indicated, this was baoause as 
Janas grow older, hla style beoane core and nora oonpllcated and in- 
nlnd.1̂
Monologue Wrlttan for Both Draper
In 1913, Janas wrote, apparently for tha last tins, in dranatio 
fora* This tins, however, tho work was not a play but a dranatio
j*22Manohostsr Quardlan, Jgc . clt.
^̂ Bosanquet, og, olt*, p* 22*
^V* W* Dupaa, Hanrr Janas ( Oiew YoriO s 81oana, 19$1), p* 28U*
^̂ Booanquat, og# nit*, pp* 21-22*
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aonologuo. Written oapoctally for tho Aaorican aonologiet* Ruth 
Drapor* tho work hoo no tltle*̂ 2̂
On Doooobor U* 1913* Jaaoa wrote to Mine Dropor that ho waa 
aendiag tho aonologuo to her.^ Ho gtvt hor full lioonoo to do with 
It ao oho ploaood— to out it* to giro It a tltlo* and to on* Tho aono­
loguo wao wrlttan aa a tributo to "our Ruth* who* If aho takoa to tho 
thing at all, oan bo truotod to aako aoro out of it by hor own lLttlo 
goni.ua than I oan bogln to auggoet.***2® In a pootoorlpt to hla lottor* 
Jaaoo ploadod for publto anonyalty ao tho author of tho aonologuo*
Soao yoare aftor hlo doath* however* tho aonologuo waa publiahod in tho 
London Morcurr. ^
Tho opeaker la tho aonologuo io an Aaerioan aoelety lady, an 
1 innocently fatuouo* foaalo ooapatrlot of oura lot loooo upon a world 
and a wholo ordor of thlnga * * * which aho takaa ao eeronely for
granted
Tho aoano of tho aonologuo ia laid ia Ingland* Aa tho aono­
loguo opona* Cora* Hra* Alvin Tuff* io in hor aitting-rooa with Hr* 
Lynch, a aoerotary of tho Aaorioan oabaoay* Cora ia petulantly deaand- 
ing to know what io dolayiag tho arrangoaonta for hor proaontation at
^^•Three Unpubllahod Lottora and a Honologuo lay Honry Jaaoo,* London Mercury. Vol. VI, No* 35 (Septeaber, 1922)* pp* U96-501*
to7IMd., p* U95. it28Ibld*. p* U96.
^Ibid.. pp* U96-501* (Tho tort of tho aonologuo any aloo bo found in Idol'a Tho Ooaploto Playa of Honry Jaaoa. pp* 813-816. Tho two toxto aro identical oxoopt for dlf rorenoea in tho typo* in tho uoo of Ltalioa* and in tho layout of tho pagoo*)
k̂ endon Mercury. p* 1*95.
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court, Hor calendar Ls vary full, and the date for the presentation 
must fit her Itinerary* She aende off Mr* lynch to telephone about the 
matter * Just as Sir Robin Adair arrises* To Sir Robin, Gore explainst
how differently women are treated In Anerleat they Use on a pedestal, 
as It were*
A eable arrises free Cora*e husband to say that he ls going to 
sail free New Tork to Join her* Mr* Lynch returns to say that compli­
cations hase arisen, and that his colleague ls the Ambassador
about the presentation* Cora sends lynoh off to cable a reply to her 
husband telling him not to sail, and asking for her remittance* Mr* 
lynoh oones and goes a couple of tines, and then he sends In the maid 
with a note to say that the Lord Chamberlain requires ths presence of 
her husband If Mrs* Tuff ls to be presented*
The monologue ends as Cora sends Sir Robin to telephone the 
eable office* She sends a message to Mr* Tuff requesting him to oome 
on over to ftogland as the King wants them both*
There are a good many lines in the monologue In which Cora seams 
to eoho what the Imaginary oharacter with her on-stage has Just said*
It ls also necessary for her to pantomime taking the oable, and lynoh1 s 
note, from her maid*
In a communication to Simon Nowell-Smlth, Ruth Draper related 
that James was interested In her work, and that she had asked his ad- 
▼ice as to whether she should devote herself to writing or to acting in 
regular stage plays* His reply was, **Hy dear ohlld * * * you • • •
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hawa wovon * * * your own • • • wry bountiful • • • littlo Poraian 
carpat • • • • Stand on lit**̂*3*
It waa MLaa Drapar'a praotloa to writ# har own notarial* Sha 
fait that tha aonologuo boro Jaaaa'a "peculiar ata^,” and aha nawar 
uaad it. ̂ 2
7. RECXNT PRODUCTIONS
In tha 1950'a, two donbla billa of Jaaaa'a playa wara praaantad 
by profoaalonal thoatro oluba in London* For two of tha playa (Still 
Watara* and Pyraaua and TMLaba), thia waa thair firat profoaaional pro- 
aontation* On Fabruary 28, 19$2, tha Now Boltona Thoatro praaantad 
Jaaaa'a playa, Tho High Bid* and Still Watora. On March 2$, 1956, tha 
Studio Thoatro Club praaantad a tboatro-in-tha-round produetion of 
Pyraaua and Thiaba* and Tha Saloon* According to inforaation received 
froa tha pnbliahara of "Tha Stage* Yearbook. it ia not known axaetly 
how aany parfomaneoa wara given of aithor doublo bill, "but thaaa olub 
produotlona would bo not aoro than a faw wo oka at tha noet*"^! Tha two 
thoatro oluba wara profoaaional, but thoy ara "both now extinct*"**3̂
**31Sinon Mowell-Saith (ooap*), Tha Lagand of tha Maatar (Haw York* Charlaa Soribnar'a Sona, 19L8), p* 73.
**32Ibid.
3̂3Caraon and Conor ford, Ltd*, tha publiahara of "Tha Stage" Toarboofc in London, ia January, 1966, kindly provided aoao otaiiatioal inforaaiion to tha writar of tha praaant atudy. In thair ooMmnioatioa, thoy indioatad that thoy kopt "only rocorda of principal London tha- atraa," but that tha olub theatre produotiona would noraally run "not aoro than a faw wooka at tha aoat.”
‘*3W
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The Hifc B̂ d, and Still Waters
On February 28, 1952, the New Boltone Club Theatre in London 
presented a doable bill, whleh consisted of Janes's three-act play, The 
HIA Bid, and hie short ene*«ot play, Still W aters .̂ 35 The plays were 
directed by Basil Ashmore. The principal parts in The HIA Bid, the 
main event of the evening, were played by Hemlone Hannon as Mrs. 
Qraeedewj Hugh Burden as Captain Yulej and D. A. Clarke-Smith as Mr. 
Prodnore.
Of the play itself, the London Tines observed that The HIA Bid 
was well constructed, but that Janes nade his points too aany times J*36 
The oonedy "crawl* even where It should glide."^7 The Tines* orltio 
found sonethlng illogical about Captain Yule ohanglng his views too 
easily. He noted that the modern audience's sympathy, like that of the 
original audience (in 1909), was not with the heroine when she nade her 
big appeal in the second aot.^®
Writing in the Observer. Ivor Brown complained that Janes did 
not keep the story moving, and that, "after a stimulating first scene, 
Lthe play] wanders off into repetitions and prolixities. • • ."̂*39 on 
the favorable side, the Observer's critic ooenented that the play
^ef. ante. Section I, "The Writing of the larly Plays"— Still Waters, and Section IT, bMore Plays and Productions"— The HIA Bid, in the present ohapter, for information on the two plays, and on promo- tlons of The HIA Bid in 1906, and in 1909.
^^Tines (XondoiO, February 29, 1952.
**37Ibld. U38ibid.
^Observer feondocQ, March 2, 1952.
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■offers tho now unusual attraction of a dialogue not oonfinod to grunts* 
Monosyllables* and 'cracks.'"̂ *0
As for the anting* the oritios' o omenta wore atldly favorable. 
Miss Kernlone Hannon* as the Anerlean Mrs* Qraeedew* got a ■great deal 
of fen out of the part,"W** and she had a ■shrewd sense of the situa­
tion."**̂*2 She was a "real enchantress," and her accent was convinc­
ing.̂ *̂  However* although the actress's perfomanoe was lively* the 
part Itself was monotonously repetitious
Hugh Burden* as the young Captain Tula* oounterod Miss Hannan 
with "an air of gentle aristocrat io surprise ... .ebb£ However* the 
Observer's critic felt that Burden was not lively enough for belief as 
a fiery radicals he was "too hesitant and colourless."^
Of the other players* Oordon Phillott* in the part of the old 
retainer* Chivers* received the best notices in the available reviews. 
The Tines said that he played •effortlessly*"^ and the Observer o o m - 
nented that Phillott displayed a "nicely dignified humility."***4®
The Prodnores* father and daughter* were given ■their several 
dues" by D. A. Clarice-Smith* and by Jenny Laird.****? Clarke-Snlth was 
said to be a "formidable ogre" as Mr* Prodmore.**̂ 0 Dennis Qoaoher*
acW d .
loo. olt. 
****3obserwcr. loo, olt. UUUibid.
**̂Tinee. loo, olt. ^Observer, loc. olt.
^Tlnes. loo. cit. ****®Obccrver, loo, olt.
****?T leea. loo* olt. k̂ Opbsorver. loo. cit.
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•eon ia the part of tho unnowort young non, reoeired no ooanonto oLthor 
in tho Tlwoo. or in tho Observer.
Tho ourtain-raiser of tho doublo bill, Janes'o Still Waters. woo 
dlonloood by tho Tlnoo1 reviewer oo boing "largely on affair of nlooly 
tunod oonplinonto with Anorioon lodioo and gontlowon talking oo if thoy 
woro Parisians* It io at onoo brlof and tedious*"*̂  Thio io tho on- 
tiro review given to tho llttlo work by tho Tlnoo*
Ivor Brown ooanontod that tho play oontoinod "abundant ooliloquloo 
and asidea, and not nuoh olao to disprove tho opinion that quint otroono 
moko lullaby noiaoa.*^2
Aoting in Still Watoro woro Oodfrcy Kenton oo Felix, Donnio 
Ooachar aa Horace, and Jenny Laird ao Iona* (Mias Laird and Mr* Ooaohor 
woro doublo oast in tho double bill*)
Pyranua and Thlobo. and Tho Saloon
On March 25# 19$6, tho Studio Thoatro Club in London prooontod a 
doublo bill of two one-act plays by Honry Janeos Pyranua and Thlobo. 
followed by Tho Saloon***̂  The playo woro prooontod in-the-round, and 
they woro directed by Oorard Olaiotor* Tho two wanbor oast of tho 
first play oonoloted of Anno Piohcn ao Catharine West, and Alfred Buries 
ao Stophon Toung* Poaturod in tho east of tho second play woro Rodney
^^Tinoo. loo* olt* ^Observer. loo* olt*
ante. Section I, "Tho Writing of tho larly Playo"—Pyrawuo and Thlo'bo# and Sootlon IV, "More Plays and Produotloao"-‘4he Saloon, (n the proaont ohaptor, for infomation on tho two plays, an2f for details on tho 1911 production of Tho Saloon*
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Diak as Ovm Vlngrave, and Jill Raymond aa Kate Julian* Othara in tha 
oaat of Tha Saloon wara Owan Nelson, Katharina Parr, Michael Alexander, 
and Brown Derby*
Tha erltlo for tha London Tlnaa oharaotarlaad Pvranus and Thiaba 
aa a "featherweight bed-slttlngroo* duologue,"^ whlla Tha Saloon, 
wrlttan forty years latar, waa "more anbltloua • • • bombinlng] tha 
family tradition not If • • • with Janaa*a taata for tha macabre. "**55 
Another or It to daaorlbad Tha Saloon aa "a mingling of paoiflolan (si<Q 
and grand gulgnol.**^
Thara waa soma dlffaranoa of opinion about tha dranatio values 
of James'a dialogue* Kenneth Tynan wrote In tha Observer. "Janes's 
dialogue, dense, opaque, and tremulous, proved to be wonderfully speak- 
able * * * ,"b57 in reference to The Saloon* tha Tinas1 reviewer oon- 
manted, "Allowing for tight plot, and sharply distinguished oharaoters, 
communication Is muffled by tha language In whioh Janas ls looked.*̂ ® 
In general, this reviewer felt that Janes's "love of language was, per­
haps, Irrecono liable with D»Ufl love of the theatre*"̂ ?
As far as the performance Itself waa concerned, the Tinas' oritlo 
questioned the wisdom of presenting the plays in the round* Ha particu­
larly felt that the audience should not have been included within the 
haunted saloon of the seeond play*
5̂1*timsa (Xondoq) , March 27, 1956*
k̂ Ibld*
k^Obeerver frondoiQ, April 1, 1956,
^ 7Ibld.
**5®Tlnas. loo* olt* ^Ibld*
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In oonnontlng on tho actors' perfomancea , Konnoth Tynan, writ­
ing in tho Observer* blondod hla reviews of tho two playa, "One's hoart 
waa exquisitely naaaagod by JUl Raymond, Rodnoy Dlak, and Alfred 
Burke *"k^ Nr* Burico waa In Pyrenus and Thlabo. but Miaa Raymond and 
Nr* Diak woro in Tho Saloon*
Tho London Tinea* reviewer particularly praiaod Anno Pichon and 
Alfred Burko, In Pyranua and Thlabo. for thair "ianaoulate delivery of 
Janoa* a dopondont olauaoa*11̂ ^ Jill Raynond and Owen Nelson, who woro 
aoon aa Kato Julian and hor nothor in Tho Saloon* played with "laneoao 
assurance," according to tho aaao reviewer*^2 However, tho "aoet suc- 
ooaaful In converting parenthoaea into drana waa Nr* Rodnoy Dlak,11 who 
Interpreted Owen Vlngrave in The Saloon.̂ 3
SUMMARÎ 6̂
Over a period of forty-four yoara (1669-1913), Janoa oonpleted 
fifteen playa, and one dranatio aonologuo* In addition, ho loft notea 
for tho never completed three-act play, The Chaperon* of which porta 
of a rough aoonarlo have also been preserved *^> Of tho fifteen eon- 
pie tod playa, five are only one act in length (Pyranua and Thlabo*
^Observer. loo* olt* ^^Tinaa* loo* olt*
**62Ibld, 6̂̂ Ibld.
^̂ Spoolflo data related to thla aunnaiy has boon oollootod in tabular fom, and nay bo found in Table I, pp* 12L-126. Thla table ahowa whan the playa were written} If and whan they were published) and If and when they were produced*
k^Mel, Conplato Playa of Henrr Janoa* pp* 1*55-1*62) and 607-637*
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Still Waters. A Ohmt gf Heart. Suanoraoft. and Ttjg Saloon)* Of tho 
renalning plays, nost of than aro In throo acts. Howmr, Tha Anorloan 
la in four aotaj and TJjg Othar Houaa has a long prologue, followed by 
throo acts.
Too of Janaa's aarly playa aro divided into Franoh aoinoa.
Thaaa aro 1 Chanao of Heart. in ona aot with fiftoon aoano divisional 
and Paler Millar, in throa aota and thirty-one aoenes.
During Janaa's llfetiae, sight of hia plays wars publiahod 
(Pyranua aig Thlabo. gtUl Waters. & Chanaa of Heart. Daisy Millar. 
Tananta. Diaanaaaad. Tho Alton, and Tho Roorobato). In addition, Tha 
Anar loan and Ogg Ponvlllo wara privately prlnted— a* waa also Palsy 
Millar. Aftar Janas'a death, tho nenologua wrlttan for Ruth Prapar waa 
publiahad (1922). Tho othar five playa ranalnsd unpubliahad until thoy 
wara gatharod togathar in Tha Ccnoloto Playa of Honry Janoa. aditad by 
Lson Bdel, in 19U9.
All of Janaa's aarly playa have happy endings* Donyllla ia 
tha first ona whloh ia not antlraly happy in Its conclusion. This waa 
followed by two aoro playa with happy endings, guggergoft and Tha Hiah 
Bid. Than osno tha tragic one-aeter, Tha Saloon. Thla waa followed by 
another tragedy, The Other Houaa. with Its horrible nurdar of tha little 
girlt nevertheless, the ending of The Othar Houaa aaena to pronlse 
future happiness for tha worthy oharaoters. Janaa's final play, Tha 
Outcry, ended gaily. Tha aonologuo for Ruth Draper waa a wore vignette, 
and it ended satisfactorily for its single oharaoter. Thus, in giving
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noat of hia playa happy andInga# Janoa proctlood what ho proaahod*^ 
Tho loot playa* howaror, ahowad a tendency to brook with tho happy 
ending fornat*
Of Janoa'a flftoon playa, nine have boon profoaaionally por- 
foraodi flao woro produaod during Joaoa'o llfotinoj two woro prooontod 
within o fow yoara oftor hlo doathj and two woro profoaaionally por- 
fornod for tho flrat tino in tho 1950'a, vhilo two othoro woro rowlwod 
at tho aano tino* Tho longoot run of a play by Janoa waa aohloTad by 
Tho Anorloan (tho flrat of hla playa to bo produood)t it ron for ©war 
eovonty porfornanooa in London# ia 1891# and It had about twonty-fiao 
noro porfornanooa In tho proalnooa* Howoaor* tho play which oauaod 
tho noat atlr waa Our DowwlHo. atarrlng tho popular Ooorgo Aloxandor# 
which ran for aeno forty porfornanooa In London# In 1895*
In tho profatoi7 noto to Thoatrioalai Sooond Sorloa (Tho Albun# Tho Honrobato). Mow Xorkt Harpor and Brother©# 1B95# p« x, Janoa adwooatod tho "tlaô honourod bread-sauoe of tho happy ending** aa a noeoaaary ingrodlont for auoooaa* (Janoa'a profaoo nay alao bo found In Bdol# Conploto Playa of Honrr Janoa, p. 3**9.)
TABLE I
HEKKT JAMES'S FMXS AMD THEIR PEKXUCTDONS
Title Date whan wrlttan Data of original publication* Data and location of production*
ftnrani and Thlabo c. 1869
Still Motors 1871
A Chanra of Heart o* 1871 
Polar Millar 1882
Tha American 1090
Tha IjMrloati ( fourth aet)
Tanaata
1892 (Antoeai)
1090 (lor.- during rdairnla of Hn American)
1956 London (Thoatro club prod.)1069 (April, Qalaar)
1071 (April, Balloon Foot)
1872 (January, Atlantic Monthly)
1082 (privately prlntad)1003 (April. Mar. Juno* AtlantiaMonthly1083 (In booh form—«puhl» by Janoa R* Oagood, Boaton)
1091 (privately printed— prompt- 1091 London (70 porfa.) booka for London prod* net up fey Hfeu Haimanann, but publiahed)
1952 London ( olub prod.)
X
X
(pins approat* 25 more porfa. an road)
(Ear act waa used in the prowl noea after eleali*)
109b in Theatricals! Two Canadian ~~
TABLB I (eaoilmid)
Title Date written Date of original publication* Date and loeatlcn of productIona
Tho AID—
Tho Reprobate 









109b 1b Thootricalot Two Conodiee “
109$ in Thoatrlealo* Sooond Sorloo
109$ in Theatrlcalot Sooond Sorloo
109b (privately printed- -a few acting cepieo)
X
X
1907, rough aaonarie X (newer finiohad)
1902 low lark (notour prod*)1909 low Xork (profoooion- al— l parf * ad/, in aid of hoopitel)
1919 1923 Bowten
109$ London (bO parfs.)
1906 Scotland 1909 London ($ perfa. only)19$2 London (Thoatro alnh prod.)
TABLE I (continued)
Title Date when written
Date of original publication* Date and location of productions
The Saloon 1907 (late) X 1911 London (b weeks)19$6 London (Theatre elnb prod*)
The Other House (Sketched 1893 or 
189b)1909— new play
X X
The Oot«y 1909 (Atttuwn) X 1917 London (2 perfa*)
Monologue, eritten for Both Draper 1913 1922 (September, London Mercury) X
♦All of tin plane ia the table, and the Monologue, were public had in 19b9 in The Collate Plage of Hemr Jeeit edited by Leon Idal (Philadelphiat J* B* Lippineott Go*)*
CHAPTER III 
UUOJSIS (V JAMB'S PLAIS
Tha purpose of tho proooat ohaptor lo to oxawlna tho scripts of 
Jma'i plays, and to attanpt to analyse thou* It Ls not proposod to 
offor a orltioal evaluation, bat stnply to nako a roport on shat tho 
soripts aro llko fron a toohnleal standpoint* Tho purposo Ls to shoo 
how Janos's playwrlting toohnlquo developed, along what linos Lt pro­
gressed, and what his toohnlquo had booono by tho tlno that ho wroto 
his last play*
In ordor to oonparo tho plays ono with another, and to soo in 
what spoeifio ways Janos's playwriting toohnlquo ohangod over tho 
years, it was necessary to naka a sonowhat arbitrary dlrision of tho 
footers involved* four largo ootogorlos woro oxaninodi I* Bor ini Por- 
nati II* Subject and Troatnontt III* literary Aspectst and IV* 2S5I!- 
abilltr* Tha nain itons aacaninad in oaeh of tha four oatogorloa woro 
as follows* I* Soript Pomatt A* Porn— nunbor of aotsj soono division} 
writing noohanios; B* ConTantions usod— aaldos and sollloquiosi titles; 
typo of eharaotor nanos usod) C* KxposItlcn-Haathoda• H* Subject and 
Troatnanti A* Types of plays— gonro; uso of tho oonvantional happy end­
ing) subjects and thonas) B* Mothods of traatnant— roalisn\ disrogard 
of tho olasoleal wnitioo* HI* Literary Aspootsi A* Characterisations—  
outstanding eharaotoriaations) tho orltlos on Janos's oharaotoriaations)
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techniques of characterisation} B. Language— Jaaesian expressions} 
oddities of graansr and spelling} dialect atteapts} huaor in llnes*̂
IT* Btagaabllltyi A* Stage directions— changing usage} business} huaor 
through business}2 B* Mechanics of atiglng— neohen los in general} en­
trance s and exits aade bgr characters} “left* and “right? stage} viau- 
allaatlon of the set} C* Janes's consciousness of staging— general 




Muaber of acts* Janes ooapleted fifteen plays and one Mono­
logue* Most of the plays are written in three acts* However* besides 
the short aonologuo* there are five plays of one act only* the three 
earliest plays* Pyraaua and Thlabe. Still Maters, and 4 Change gf 
Hearti and the later plays* Suaaersoft and Thg Saloon* The Aaarican 
la in four acts* and The Other House is written in a prologue followed 
by three acts*
Scene division* Two of Janes's earliest plays are divided into 
french seines. These are A Change of Heart. In one act with fifteen 
scene divisions* and Palsy Miller, in three acts and thirty-one scenes. 
All of Janes's other plays are divided into soenes according to the 
oustoa of aodern realistic playwrights* that is* there is a scene break
1ef. infra, huaor through business* under Stageablllty.
2of* supra, huaor in lines* under Literary Aspects.
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whenever there La a change of tine or location needed for the play1 a 
action*
Writing mechanics* Apparently Janoa had a definite opinion aa 
to hcur a play ahould be laid out on the printed page* When Delay 
Miller waa publlahed in book fern* Janoa wrote to the publisher* in 
1883,
I ahould only make tha condition that it be printed in the nanner of Trench oonedlee— that ia* with the nanea of the charaotera above the opeeohea* and not on a line vlih then*3
Thla aane page layout waa uaed* nore than a decade later* when the two
volunes of Theatrloala appeared Tor the Theatrloala. the atage
direotiona were in Tory anall print* and on a separate line fron the
player'a words* In Thg Connlato Plara gf Henry Janea. the page layout
haa been changed ao aa to save space*'’ and the handling of the printing
haa been nade unifom throughout the volunet the atage direotiona are
in itallca* and they are placed in parentheses* Leon Idol* in editing
on Idel (ed*)* Thg Coplete Playa of Henry Janea (Philadel­phia! J* B* Llpplnoott Oo** 191*9)* P* li* (U.l states inat thia un­published letter to the publisher* J* R* Osgood* waa written on 5 May* 1883, The letter ia in the Tale University Library* See Conplctc Playa* p* 825*)
^enry Janes* Theatrloala« Two Conadiea (Mew Xorks Harper and Brothers* 1891*)* Also BenryTSUaTTPheairUala» Second SerUa (New Torks Harper and Brothers* 1895)* These playa* aa originally publlahed* were enalaed by the writer of the present study* (Idel* in the Can- plctc Playa* atatea that the privately printed proapt-book of The Anerioan had the nanea of the oharaeters ainllarly oentered over the speeches* See Ocnnlctc Playa. p* 820*)
T̂he nunber of pages required for the printing of *The AlbunP and "The Reprobate** the two playa ia Theatricals! Second Series, la reduced to just under one fourth of the original nunber*
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Ji m i 'i playa* haa eorreeted certain inoonalatenoiea of epelling and
punctuation, but ha haa ratalnad "Jaaaa'a highly paraonal and likewLae
inoonalstant aathod of obtaining aaphaala or naanlng through oapltall-
aation and italic Lection."®
Jaaaa'a uaa of itallee for aaphaala la extreaely frequent In tha
playa, while tha uaa of oapltala oaoura last often* In tha earllaet
playa* italloa appear Juat a fair tinea on aoat pagaa* However* by tha
tlae of The High Bid* Janea wrote aany apeeohea In which every aantenoe
had at laaat ona word In italloa* Tor exaaple* Mr a* Oraoedew aaya
enthualaatieally to tha old aervant* Chlvera*
I naan you're ao fatally right* and ao deadly conoleta. that if 1 waan't an angal I eould scarcely bear It) with every faaelnating feature I had already heard of and thought 1 waa prepared for* and ever ao many ethera that* atranga to aay* I hadn'i and waan't, andthat you juat aprlng right at no Ilka * • • a royal aaluio* ahundred gunal?
After The High Bid* there aaena to be a alight tapering off of tha fre­
quency of Jaaaa'a uaa of italloa to indicate word atraaa*
One peculiarity of Jaaaa'a acrlpta reaalna to be nentloned. In 
llating the oharaetara at tha beginning of a play* Jaaaa ueed tha for- 
aat which had bean traditional in earlier oanturLeat the nalea were 
11atad flrat* followed by tha feaalaa* Tha only play in which Jaaaa 
did not follow thla practice waa Still Yatarai tha oharaetara ware 
llatad aa haa* Horaoe* and Talix* in that order.® Ueually* Jaaaa fol­
lowed tha old tradition further by Hating tha oharaetara within each 
aez category In order of aoclal proalnanoe* and with tha older generation
Sdal* CffEfratffjam of H q q  Jywi) p* 820*
7Ibld.* p* $68* ®Ibld** p. 88.
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of a fanlly llotod flrat* (Thla plaoed Daley Millar at tha and of tho 
llat la tha play of that nano.) Sono tinea* Jaaaa noved away froa tha 
oldar ouatoa to tha extent of llating tha oharaetara la tha ordar of 
thair laportaaoa to tha plot* bat ha atHI 11atad all tha aalaa flrat*? 
Alaoat eiwaya tha llat waa haadad •'Oharaetara** exceptIona wara Var- 
aona" for Pyraaua and Thlabo,*̂  and "Dranatio Peraonae* for Da lay 
Miller***’ In llatlag hla oharaotere* Jaaaa never followad tha ordar 
of thair appaaranoa on ataga*
Conventlone Uaad
Aaldaa and eolHoqulaa. A eurvey of Jaaaa(a playa ahowa how ha 
ahaagad with tha tinea* and how ha gradually raplaoad tha oldar oonven- 
tlona of tha aalda and tha aollloquy with nora natural* raallatlo taoh- 
nlquee* Janaa gave up tha aalda flrat* and than* latar* ha abandoned 
tha uaa of tha aollloquy*
In hia two aarly playa* Still tfatara and A Change of Haart.
Jaaaa uaad tha aalda In tha uaual conventional aannar of tha nlnataanth 
oantury* tha aalda waa a raaark aald for tho banaflt of tha audlance* 
which waa euppoaedly unheard by othar oharaotara on tho atage**’2
?Thaaa axcaptlona wara Tha Anar loan. m — ngaged. Tha Albun. and Quy Dowrllla*
1(fedel* Coupleta Playa £f Mangy Janaa* p* 7U.
U Jbld., p. 120*
u Janea*a flrat play* Pyranua and Thlabe. oontalnad ao aaldaa*In Still Matorc, there wara aany aaldaa* but aona of tha apaaahaa wara oonTualag baoauaa Janaa failed to lndlaata whara tha aaatlon to be aald "Aalda" ended* Ylth hla third play* A Change of Heart* Janaa had aolvad thla problau by tnaartlng tha Hlreotlon* "Aloud*" following an aalda aaatlon within a apaaah* "
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Janea oontlnued to use the aalde in Daisy Millar. and in hla 
flrat produoad play, Tha Anar loan# In thaaa two playa, tha aaldaa 
served several dlffarant functional aena aaldaa revealed tha lnnar 
attltudaa of a oharaotar) aona aaldaa conveyed infomatlon to tha audi- 
anoai aona aaanad daalgnad alaply to get a laugh— aa tha oharaotar nada 
an apt oonnant nora or laaa dlraotly to tha audianoaj and aonatinaa 
Janaa uaad tha word *aslde* to lndloata that a ranarfc waa to ba aald 
prlrataly by ona oharaotar to anothar in tha praaanea of a third per­
son, aa, for axnapla, "Aelde to Mlaa Durant."^ 8ona of Janaa'a aaldaa 
wara rathar oluaay, and, in Paler Millar, aona of tha aaldaa lnarltably 
naka tha raadar think of tha villain in tha ataraotypa nalodranaa of 
tha ninataanth oantury#
With tha publication of tha four playa, Tenants, Disengaged.
Tha Albun. and Tha Baprobate. In 189U and 1895, Janaa aaona to have 
abandoned tha "Aalda.1 Tha laat tina that Janaa uaad the aalda, la* 
ballad aa auoh, waa in Our Ponvllla (written in 1893, and produoad in 
1895), end there la only one •Aalda* in that play.H*
In later playa, whan a renark waa to ba aald in a quiet tone of 
▼o lea by ona oharaotar to anothar ao aa not to ba overheard by a third 
para on on tha stage, Janaa replaoed tha word "Aalda" with tha word 
"Privately." in tha direotiona. For exanple, in Plaangagod. Jaaaa 
wrote.
1%del, Coppleta Playa of Henry Janaa. "Palsy Millar,* p. 173
f̂cdel, Complete Playa of Hegg[ j29S£* P*
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TRAF70RD. (Privately, on COVERLET'S right*) Nall him, and I'm offI15
Evan more interesting, perhaps, ia a new tachnlqua which Janaa 
uaad in hia laat play, Tha Outcry. In thin play, thara ara a coupla of 
acanaa during which two oharaetara comnunicata with aach othar silently, 
by maana of actions, gestures, or faoial expressions, in tha praaanca 
of a third parson on stage, who la unaware of the silant communion 
which ia going on. Janaa called these silent conmtunicationa a "mute 
passage." or a "reciprocal mute comment.
This last technique is a far cry from tha old aside, and yet tha 
line of development may ba traced, as shown, from Janaa's aarly conven­
tional uaa of tha aside— as a side re nark to tha audience) to a line 
said "aside" by ona character to another) to a Una said "privately" by 
ona character to another) and eventually to a silant comunlcation be­
tween two characters in tha presence of a third, and unaware, character.
As for Janos's use of soliloquies, they may be found in sons form 
in all of hia early plays. The last time that Janea used a true solilo­
quy was in The High Bid— produced in 1908.
If all of James's plays are examined, a definite pattern in hia 
use of the soliloquy becomes apparent. In the earliest plays, solilo­
quies were used aa a rather clunay and obvious msthod of exposition.
Then Janea became more complex in his labelling of certain types of 
speechest in the four published plays, Tenants, Disengaged, The Albun, 
and The Reprobate, some speeches are to be said "Alone" on stage) but 
other speeches are meant to be said "To himself /herself" in the presence
1$Ibid., p. 315. l6Ibid., p. 792, and p. 799.
I3U
of other characters* In Our Pcsnr ills (1695)* a new phraaa appears*
Ouy la described aa Thinking with awtUa." aa ha apaaka hla thoughts 
out loud alona on tha atage*̂ 7
hjr tha tiae Jaaaa wrote Vto High Bid (1907), tha llaaa whloh 
wara designated aa being aald "Alona* on ataga had baoona Tory faw.
Bow auch llnea wara in tha forn of rathar natural aaoelaaatioas, and thoy 
did not serve tha old purpoaa of a sollloquy— that la, thay wara not 
lntandad to convey infomatlon to the audience*
In Tha High Bid, ona rathar intaraating variation ooourat In 
Act II, Mrs* Oraoadaw la alona on tha ataga, and aha la talking to her­
self* Cora antara, and, on aaalng bar, Mrs, Oraoadaw ohangoa tha and 
of bar sentence* Thus Mrs* Oraoadaw haa baan caught In tha act of 
talking out loud t£ harsalf. and tha antarlng oharaotar haara, and ra- 
aponda to, tha laat worda of Mrs* Oraoadaw* a llna*^ Thua Janaa haa 
aada tha tranaltlon froa tha old convention of tha aollloquy to aona- 
thing which la Much aoro aoosptabla in tha raallatio thaatra.
In Tha Saloon (1907), no oharaotar aays linas alona on ataga, and 
no ona gives t o  too to hla inner thoughta* Tha Othar Houaa aiallarly 
oontaina no soliloquies* Jaaaa*a laat play, Tha Outcry, has ona speech 
which la aald by a oharaotar "Alona" on tha ataga, but thla speeoh 
aerely consists of two vary natural exolaaatlons*̂
In Jaaaa'a last two plays, Tte Othar Houaa and Tha Outcry, a now 
technique saaaa evident* In these two playa, tha ataga direotiona
17Ibld** p* 1*99. ^Ibld.* p. 587*
^Ibld** p* 805.
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inolude what James oallad a "passage"» this oonaiata of aotion for tha
actor which is to ba carriad out in silence, alona on stage, and It la
intended to ahow a definite train of thought, or a aeries of changing
emotions* For example, in Tha Other House, Tony has just been left
alona in tha hall by Mrs* Bearer*
(TONT has then alone in the hall, a considerable nervous anxious restless passage, it ends for bin, after his brief and solitary, tut in various ware significant scene, ln ths ahow of1 sudden lassi­tude under which ne drops. as conscious of ioo many troublesome “ things, upon the sofa * * * *)<w
Other examples of this technique, which might be called an "action
passage,1* may be found in The Outcry,^
Thus it may be seen that James travelled all the way from the
old techniques of the aside and the soliloquy to more modern, realiatio
methods of conveying inner thoughts and emotional struggles through
stipulated silent action*
Titles* There seems to be nothing particularly significant
about the titles which James chose for his plays* His attitude about
titles was one of flexibility! this can be seen in the number of plays
which had tentative titles for a whileFor hie first two plays.
2QIbid., p. 698. 21Ibid*, p* 779, and p. 789.
22Mra. Yibert was later renamed TenantsI Mrs* Jasper became Disengaged] The Hero was retitled Guy Domviile t TKe promise was chsnged to TKe'othe r House] and in making his short etory ̂ Owen wlngrave" into a play, James ohanged the title to The Saloon* (Kdel, Collate Plays 
of Henry James, pp. 257, 296, 1*67, 677, and bhl respectively)when Augustin Daly was planning to produce Mrs* Jasper, he asked the author for a new title* James submitted a list of over sixty al> teraatlves* This list, in James's handwriting, has been reproduced in Edel's Complete Plays, p* 297*
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James ohos« titles which implied the subject metter through illusions 
Pyramua end Thlabs. bused on Shakespeare's A Midsnansr Mlsht's Proem, 
refers to both the eetuel and the figuretlre well whloh oomee between 
ite two characters! Still Waters brings to mind the popular saying, 
"Still waters run deep," and the title seems to refer to the character 
of little Horace who never spoke his love. After these first two 
plays, James used titles which referred either to the subject matter 
directly, or to the main oharaoter of the play*
Type of charaoter names used* With the exception of his first 
three plays, James usually named at least some of the eharaoters in 
each play after the manner of the Restorations that is, with the name 
suggesting the character 1stios of the person* In Paler Miller* the 
plainness of Palsy's own name suggests her simplicity and innocence, 
while there is something rather cold about the name, Vlnterbourae*- 
like an icy stream* Olaoomo Olavanelll, like his name, is an elegant 
individual! and Madame de Katkoff sounds exotio* In later plays, James 
used the characterising name technique more obviously* His greoeful 
heroines inolude Claire de Cintrl, Mrs* Jasper, Blanche Amber, Qrace 
Jesmond, Mrs* Oraoedew, and lady Qrace.Blandina, of Pisensased. 
lives up to the mildness of her name with her continual, "Ice, momma," 
and "Mo, mamma*" Mention oan be made, too, of the de Bellagarde family 
In The American! their name seems to suggest that thay guard something 
well— perhaps the blood line of the French arlstooreoy, as well as the
2̂ The "graceful" ladies appear in The American. Pisensased. The Reprobate* JJjg Album. The Hlsfa Bid, and TKTbutorr respectively.
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fan 11/ secret* Tha aldar aon of tha de Bellogarde family la called 
Urbain~*»hloh suggests hla pollahad worldllnaaai and tha younger and 
more romantic aon La called Valentin* In tha same play, Christopher 
Newman's name auggeata tha Mew World fron which ha cones j while tha 
name, Mrs* Bread, aounda plain and honest'
Other eharastar naiaas suggestive of tha personality of tha indi­
vidual inolude Captain Lurcher— the unreliable villain in Tenants; the 
assertive Mrs* Wignore in Disengaged! and Lady Baeaet— a fortune 
hunter— in Tha Album* In Tha Baprobata there are Mr* Bonsor— n good 
man) Pitt Brunt— a dull Member of parliament) and Mrs* Preehvllle— a 
smart and showy lady* In Quy Doer ilia* Quy's own name oombinaa obureh 
and town, while Mrs* Peverel's name oalls to mind a romance by Mialter 
Scott* In Summereoft and in The High Bid (two plays whioh have the 
same characters), there are Mr* Prodnore— whose name sounds ambitiousi 
Captain Tula— who sounds traditional, whioh is exactly what he is not; 
and Chivers— the servant whose name sounds like the old and famous 
brand of marmalade* A gruesome meaning nay be read into the name of 
Owen Wingrave in The Salooni and perhaps Kate's name, in the same play, 
may be meant to suggest that she is a shrew. In The Other House* Mrs* 
Beever certainly seems to be a busybody, but the names of the other 
oharacters are not particularly suggestive of their oharaeteristies'
In Janes's last play, The Outcry, there la Mr* Breokenrldge Bander, 
with his ever-present checkbook, Whose name may be meant to imply that 
he Is a bounder; and also there is the previously mentioned Lady Oraoe*
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Exposition
Methods. In managing the expoettlena of hla plays, Jamas gradu­
ally lnoraaaad his skill, and his technique became less obrlous as time 
went on. Both of his first two plays opened with a soliloquy In which 
a character ruminated aloud upon his problems, and upon his present 
situation* This Is a scry old-fashioned type of play opening, and It 
is one whioh Is traditionally delivered almost ae a dlreot address to 
the audience* With A Change of Heart* James tried a more gradual kind 
of exposItIoni the play opened with a mild dispute between two of the 
oharecters, and facte about the past gradually were made evident*
For his first full-length play, Palsy Hiller* James created a 
more clever type of opening* The Interest of the audience, or of the 
reader, is lamedlately captured as the oourler, Eugenio, Intimidates 
Madame de Katkoff with his allusions to Indiscretions In her past* Thei
threat of blackmail Is In the air* In this play, the exposition Is 
spread outs it continues into the second act, where Information about 
the past continues to be brought out* Also for the first time, James 
built a strong interest In his main character before bringing her on 
stage* (The author repeated this latter technique many times In subse­
quent plays*)
In each of his next four plays, The American* Tenants. Disen­
gaged* and The Album* James plunged into the action of the play at the 
opening, while he spread out the expositions! information, scattering 
It in lines even beyond the end of the first act* Of these plays, only 
the exposition of Disengaged seems not quite satisfactory* the relation­
ships of the people were quickly and skillfully conveyed, but It was not
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clear what had brought tha particular group of people together on the 
Brleket estate*
At the opening of The Reprobate* Janes used an exposltlonal de* 
vloe whioh he was to use again In all of hie subsequent plays* One 
character, not a member of the household, seeks Information about the 
other characters• The explanations given to the Inquirer automatically 
provide the audience with Information* In The Reprobate* it Is Mrs* 
Freshvllle who is finding out who Is who in the household, as she ques­
tions first the butler, and then Pitt Brunt* In O u t  Dour 111a. it is 
Lord De vanish who seeks Information about Ouy and his friends* In both 
Sumworaoft and Thf High Bid* Mr* Prodmore explains the details of the 
mortgage situation to his daughter* In The Saloon, the oharaoters ex­
change Information as they express their views on the critical situation 
which has brought them together* Jean Martlo Is a newcomer in The Other 
House, and Ross informs her about who Is who, and what the relationships 
are between the people who live In the two houses* In James*s last 
play. The Outcry* Lord John is no stranger to the household, but upon 
his arrival ha cannot find any of the members of the Thelgn fanilys he 
finds. Instead, a mutual friend, and he makes inquiries about each 
separate member of Lord Thelgn* s family*
Thus It may be seen that In writing expositions for hla plays, 
James went through three stages* First, he used the old-fashioned type 
of opening with a soliloquy designed to give the audience necessary in­
formation* Next, the author tried opening his {days with more or leas 
positive action, and the expository material was spread out— usually be­
yond the first aot* Finally, for his last seven plays, James plaoed
ll|0
nost of tha expository Infomatlon in a question and answer sequenoe 
whioh ho Just If lad within tho aotion of tha play,
II. SUBJKT AND THBA&flNT
msSJBlHSBL
Oanra. Host of Janas1 s plays wars oonedlsa, with tho oharaotors 
drawn fron tho uppar aiddla olass, and fron tho arlstooraoy. Thors 
wars twelve oonodlos In alii thay wars all oonsdles of character, or 
what Is generally oallad “high oonedy." Ha wrota no fareas, hut tbsrs 
ara ooeaslonal faroloal nonants in plays Ilka Disengaged. and Tha 
Albun. If tha tarn "nslodrana" lndloatos a sarious play with a rela­
tively happy ending, than (hjy Donvlllo would haws to bo olasslflod as 
one, Janas wrota two tragedies, Tha Saloon, and T£s Othar Houaa.
Usa of tha conventional happy and Ins. In his 1st tars, Janas 
statad nany tines that ha wrota plays In tha hops of waking nonay,2̂
Ha wrota what ha thought tho public wantod— and deserved. In a prefa­
tory no to to Thaairloalst Saaond Series. Janas dasoribad tha fomula 
nooassary for a sucoassful playt It nust ba a oonady full of "oo&nol* 
denoe" and "perpetual notion," and it nust bs served up with "tha 
tina-honourad brsad-sauoa of tha happy ending."2̂  Tha author was so
2**Per©y Lubboek (ad.), Thj Letters of Henrr Janas (Londons Maonillan and Co., 1920), I, lST, 170,180, a n d U O n  also Loon
ija* (i" rwk*, w w *
25Honry Janas, Thaatricalss Saaond Sorias (Now Torks Harpsr and Brothars, 1899), PP. lx, and x. (Also la Idol, Tha Conplata Plays of Homy Janas, p. 3U9.)
1U1
Intant upon writing plays with happy andlngs that ha ehangad tha out- 
ooaa of Pa lay MUlar and Tha Anar loan whan ha rawrota thoaa norala aa 
plays.
PuMaota and thnsaa. Tha plota of Janaa's plays hara baan glran 
In data 11 In tha prarloua chaptar* It only rant Ins, tharafors, to 
point out oartaln ralatlonahlpa batwaan tha aubjaots of tha various 
plays, and to anunarata aona of tho najor raourrlng thanas*2̂
Tha oharaotars in Janaa's plays ara drawn fron tha uppar alddla 
olass, fron tha landad gantry, and fron tha tltlad arlstooraoy. If not 
always fron tha lalsurad elaas, thay at laaat hara no praaalng finan­
cial problana. Janaa wrota no social problan plays*
Sons four or flva raourrlng thanas fron Janos's plays nay ba 
llstad, togothar with thalr variations* Sona of tha plays inoorporata 
nora than ana of thasa thanas*
Ons of tha aarly thanas was that of thwartad lora* In 8tUl 
Watars. Horae• ranounoas loro in favor of his frland, Pallx* 31*1- 
larly, Ouy Donrllls, In tha play of that nano, glows up Mrs* Favaral, 
and ha urgaa har to aooapt his frland, Frank,2? (It night ba nantlonad 
that thwartad lota plays aa Important part In tha story rarslona of 
Palg MUlar and Tha Anarloan, but not In tha dranatlaad rarslona with 
thalr happy andlngs*)
2̂ A dissuasion of tho eonnoetlons batwaan thanas In tha plays and thanas in Janaa's narratlrs f lot Ion raaUy lias bayond tha latandad seopa of this ohaptar* Howarar, ona or two awnplaa ara nantlonad, and othors will ba raoallad by Janaslan soholara*
*7ln so far aa an audlsnoa would undoubtadly sonaa that a possl- bla groat lows la not to ba, thasa two plays hara a aonnaatlan with Janaa's norala, TJjg, Aaparn Fapsrs and Th£ Wlnaa £f tg& Pars*
1U2
Two of tho early plays hara rathor unworthy heroes* Pepperel,
111 - $£ Hoarti, has daf In Italy boon a ead whsro women ara con­
cerned* yat Janes lots Popporol win Margarot*s heart* In Still Watars. 
Felix scans rathor a shallow follows his vanity Is touched whan Horaoo 
tolls hta of Kona's loro* Felix doolaros to Kona that ho has studlod 
bar In sUenoe* for he wished to bo sure of his leva before ho spoke* 
but an audience would know that Felix found tho girl boring until 
Horaoo node his revelation*
Tho contrast between Anorleans and Buropeans was one of Janaa's 
favorite thanas* and he used it in aany of his novels* In tho plays* 
tho American fenale In Surope Is personified In Mrs* Qraoedew— a char­
acter In both Iwsrsoft and The Hlsh Bid, and In Mr a* Cora Tuff—-the 
character In tho monologue whioh Janes wrote for Ruth Draper* Daisy 
Miller represents tho innocent young Anerioan girl in Surope* The 
cultures of tho Mow World and tho Old World are contrasted In several 
plays* Palsy Miller. Tho American, aumnersoft. Tho Hlsh Bid, and Tho 
Outcry.
In two of tho plays* a young man* who is tho last of his lino* 
is subjected to pressure from his relatives to adopt a way of life 
whioh is repulsive to him* In both Ouy Donvillo and The Saloon, tho 
protagonist goes his own way in the end.*®
*®Leon Sdol has suggested that Ouy Donvillo was a projection of Janos's own oonfllot In tho theatre* Tasso was presented with a oho iso between tho "world" of show business* and tho safe retreat of tho liter­ary Study* (Sdol. Conploto nays of Henry Janos, p* 1*66.)Other interesting parallellsmo between iho thonos of Janos's novels and those of his plays are suggested by Kdel in The Complete 
M w  2£ H"nnr Janes, pp* 1*65* and 521.
Iii3
The Importance of tradition La basic to tho plota of 8u— erooft. 
Tho Hlih Bid, and Tho Saloon, Tho nood to guard and preserve thinga of 
beauty La tho baaio thono of Suonoraoft. Tho High Bid, and TJjj Outcrr.
£Sg£&H2L2£SS*9S&
Hoallan, James'a playa are all definitely representational 
rather than proaontatLonal, Tho plays are roalLatLo rathor than natu­
ral LatLej that La, tho aotLon oonaLata of aolootod incidents, and tho 
dialogue La oarofully arranged— even artLfloLal. Tho aottinga oallod 
for are oLthor InterLor box sets, or roalLatLo oxterLor aoonoa. No 
nodern staging techniques are neededt there are no light fades, no 
nultLple aottinga, and no exaaples of alnultanooualy staged aoonoa,
DLaroaard of tho olaaaloal unLtLoa. Janos believed that In tho 
writing of playa, fora waa of extrone importance.29 Howerer, his eon- 
eept of what that font should bo apparently did not include tho olaesi- 
oal unities. Of Janos's long playa, only The Hlah Bid has both unity 
of tine and plaee. In a letter to his nephew, Janoa expressed pleasure 
that In tranafoming tho one-aot Snwnorsoft into tho three-act The High 
Bid, ho had boon able to preserve "the artful beauty of unity of tine 
and plaee , • , Tho foot that tho author's other one-aot playa 
exhibit unity of tine and place nay bo regarded as accidental, for 
such La tho nature of roalLatLo short playa,
k̂atthloaaon and Murdock, o£, oit«, p, 266.
3°Peroy Lubbock (od,), Tho Letters of Honnr Janoa (Mow lorkt Charles Scribner'a Sons, 1920), b, P6.
III. LITERARY ASPECTS
Characterizations
Outstanding characterisations. It has btra said that whan a 
oharaetar in a play la truly great, tha reader, or tha aadianoa nsnber, 
feels that ha knows tha oharaotar outaida the oirounstanees of tha 
play. In oonsidarlng Janas'a drasatio characters, It would ba hard to 
datandna whatbar aithar tha dapth of tha characterisations, or tha 
paouliar nature of tha plot situations, night leave any laating inpres- 
aion. Sona of Janaa's oharaotara ara naturally acre outstanding than 
otherss whether they oould ba tamod "Honorable" is a natter of subjec­
tive raaotion.
A aalaotad list of outstanding oharaotara in Janaa's playa, 
based on a subjective evaluation, really has no plaee in a study such 
as the present one, yet suoh a list would be less haphazard than one 
eulled fron tha critics' uncoordinated renarks about Janes's playa.
Suoh a list would have to inolude Horses of tha early play, Still 
Waters; Daisy Miller, and the nenaeing Eugenio, of Daisy Millar i 
Christopher Mewnan in The Anaricani tha audacious Mrs* Freshville of 
Tha Reprobatei tha self-sacrificing Guy Donville, and tha warn Mrs. 
Peroral, in Out Donvillai tha gay, fresh Mrs* Graoedew of Bnwnarsoft 
and The High Bidj tha strong, willful Kate, and tha stauneh Owen Win- 
grave, of The Saloon i Rose, the nurdereas, in The Other House i and tha 
overdrawn stereotype of stiff aristoeraey, Lord Theign, in Tha Outcry.
Tha critics on Janes's oharactarisations. It will ba recalled 
fron tha previous chapter of tha present study, that whan Janas
11*5
publish'd his two volumes of Theatricals. tho literary reviewers dubbod 
tho characters, "familiar stsgs models,"31 which wort "extraordinarily 
conventional sad colorless,"32 sad "ouriously artificial, unlifelike, 
sad sxtrsTsgsnt*"33 On tbs othsr hand, oas reviewer prslssd Janes for 
his ersstloa of rssl "human beings" la tho ohsrsotsrs of Csptsln Prime 
(Disengaged), Teddy Ashdown (Tho Albua), sad Mr. Boasor (Tbs Repro­
bate)̂ **
When Quj Donville vu produced, in 1895# Wlllisa Archer ocn- 
plained that Donville's aotlTts were not clear,35 yet A* B. Vslkley 
found the peraoos of the play "subtly yet most humanly inconsistent."̂  
The High Bid, produced in 1909* drew the ooanent that the ehsrseters 
were "essentially puppets ."37 is for The Saloon, whioh was staged in 
1911# sons of the reviewers praised Janes's delioate prose, but the 
general reaction was that the characters did not talk like people in 
real life. Janes's last play, The Outcry, which was presented a year 
and a half after the author's death, contained dialogue which evidently 
gave the perfomers sons trouble to delivert both the Tines and the
31Ths Hation, LTIII (June 28, 1891*), 1*91.
32The Dial. ZTZI (September 1, 189U), 125*
33rhe Batlon. LZ (January 3, 1895)* 18.
3**Harpcr's Monthly. 1C (Mareh, 1895), p. 651*--Sup* 1.
Gillian Archer, The Theatrical 'World' of 1895 (London* Walter Seott, Ltd., 1896), pp. 3J=5Iu----------- -----
36g. B. Walklcy, "Mr. Henry Janes's 'Ouy Donville't an Appreci­ation," Harper's Weekly. XX8X (Mareh 2, 1895), 199.
37)tax Beerbofan, Around Theatres (London* Bunert Hart-Davls. 
1953), P. 5U5.
Manchester Ouerdien commented on the difficulty which the players 
seemed to have with their lines*̂ ® Janes's secretary, sons years 
later, wrote that the aotors in The Outcry had been "embarrassed by 
their lines
If the Judgment of the contemporary critics was acourate, then 
Janes's characters were, on the whole, colorless. They were not in­
dividualised* As Janes grew older, his style became more and more com­
plicated and involved in every wayi^ 80 nuch so, that by 1909, when 
The Outcry was written, "the men and women of Henry Janes could only 
talk in the manner of their creator*"̂
Techniques of characterisation. In the novels of Janes, what 
happens to the persona involved in the stories is most often the result 
of what happens in their minds, in their consciences* The probing of 
the niceties of conscience is James's method of characterisation* In 
his playa, this avenue of investigation is not open to the author be­
cause a realistic play must be presented in terms of exterior aotion.
Possibly Janes had nothing to substitute as a teohnique for the 
creation of truly Individual characters in his dramas* However, note 
should be taken of one characterising teohnique which Janes deliberately 
used in several playst one of the persons in the play was given a dis­
tinctly characterising phrase, which he was to say over and over again*
®̂Tinss frondon], July I*, 1917) and The Manchester Guardian.
July h, 19I7T
T̂heodora Bosanquet, Henry Janea at Work (London* Hogarth Press, 1921*), p. 21.  * --------
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For exaaple, in The Anerioan, Newman keeps saying, "That's just shat I 
want to see*" Similarly, in Tenants* Hiaa Dyer constantly aagra, "I'a 
not quite aura you Die, she] ought!11 In Disengaged. Coyer ley* a sternal 
question, "Hare you seen Mrs, JasperT" is used as a oonio device* In 
the sane play, Blaudina'a Monotonous, "Tea, aaana," and "Vo, Msnna," 
help to oharaotariae her*
Janes's use of a oharaoterlsing phrase really only affeots the 
surface of a draaatio character* The sane nay be said of his oooasional 
use of a dialeot. Neither of these deyioes can contribute any real 
depth to a character*
On the whole, then, it would seen that the contenporary oritica 
were rights Janes's draaatio eharacters were undistinguished*
language
Jaaaeian expressions* If an over-all view is taken of Janes's 
plays, it oan be seen that his style of writing gradually beoaae nore 
and nore complex* This should be expected as a parallel to his general 
writing development* As ha grew older, Janes's style beeane nore and 
nore Indelibly his* In his plays, not only the lines, but even the 
stage directions gradually beoane nore and nore involuted*
In the early plays there was nothing distinctive about the 
style* Janes was even guilty of using oliehfs— suoh as, "the sunlight 
of your presence,"̂  and "the bitterness and sweetness of solitude*"̂
^Kdel, Collate Plays of Henry Janes ("Fyranus and Thisbe"),p. 8U*
k̂ Ibid** p. 78*
U*8
He followed the custom of the day In employing sentimental phrases 
like, "Margaret may suffer, when, having believed her lover an honest 
man, she finds he's a knave,"W* and, "I shan't have to 'think' of you—
I shall see you, I shall hear you, I shall touoh you."̂ ?
On the other hand, certain oddities of expression in the early 
playa foreshadowed what was to oome, In Fyrawua and TMsbe, Catherine 
speaks of "the whispery and perfumes of spring,"^ and in Still Waters, 
Felix says, "She'll never fairly look at you,"̂ 7
By the time he dramatized The American (1890), more of the lines 
had the distinctive Jamesian stamp. For example, Valentin says, "They 
[the family] want to know what you're prepared to do • • • for your 
portionless bride"jW Madame de Bellegarde has the line, "We shrink 
from an intensely new responsibility*̂ ? and Newman exclaims, "An un­
mistakable sign? Do you expect me to take that?"
As late as Ouy Domville (written in 1893), there were still 
lines which sounded like the stereotype melodramas of the nineteenth 
century— suoh as, "Out on your knot I Curse your chaplainl"?* Yet, at 
the same time, James demanded that the audienoe be alert to the subtle­
ties involved when two characters used identical words but with quite 
different meanings* Lord De vanish and Ouy both speak of the desirability 
for Ouy to lead Ids life. Lord Devenish means Domville's social life
Wlbtd., (»a Change of Heart"), p. 110, 
k?Ibid,, ("Tenants"), p, 262,
1*6IWLd., p. 78. k̂ Ibid,, p# ep. W IMd., p. 210.
**?Ibid„ p, 219. fotbid.. p. 219. ^Ibid., p. 1*96.
Hi9
aa diotated by hit fudly poaition, but Ouy refera to his ohoaaa llfa
in tha ohuroh.52 ju»a oftan axpaotad tha audience to graap important
neaninga fron nore intinationa.
Cartain farorita phraaaa appaarad orer and over again both in
tha ataga direction#* and in tha linaa of Janoa* a dranaa. For axanple*
Jaaaa uaad tha oondanaad phraae, “Turning it orer*“ where anyona alaa
would hara boon aora likely to hara writtan 'turning it orar in hia
(or har) wind.' Another of hia farorita phraaaa waa "taking it fron
hinAer." Thaaa phraaaa kaap recurring in tha ataga diraotiona of tha
playa fron Guj Donrilla onwarda. They alao appear in tha linaa* Zn
Tha Saloon* Coyle has a line* “If you're prepared to taka it fron
•a, “53 and in Tha Outory* Lady Sandgate aaya* “Theign ia unable to
taka it in, you see, that • • •
By 1909# thaaa farorita phraaaa hara bean extended in tha ataga
diraationa of Tha Outoryt “(Taking tha rather atataly quaation in)*“55
“(Talcing har axpraaaion of faoa in).“56 and “(Haring profoundly taken
in aranrthing that haa paaaad)*“57 Two final exanplea, fron Tha Other
Home, ara “(Letting him have it all tragioally and aignifloantly while
ha waita)*“5̂  and
(R0S1| naanwhila. who haa taken in, with a anotharad rarulaion. vJJil/a fidelity* after an. to Ida row* which breaka in upon PAUL1 a offer haa a nonani of deep unooraainiy > * * warara doapor- atoly aa wiih a iaat word to apeak* * * *)>r
*2Ibld.* p* 1*92. 53xhid*, p. 667. &Ihid.* p. 799
#Ibid.# p. 788. felbid., p. 791. *7ibide, p. 792
g8lbid., p. 759. 59!bid.. p# 757.
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Jams'a style pervaded his plays* His nods of expression bsosM 
mors and nors elaborate— not only In the lines* bat also in tho stags 
directions.60
Oddities of graMar and spoiling* Although Jams was* on the 
whole* an elaborately careful writer* he did nake an oooasional gran- 
natioal slip* For example* in The Saloon* Mrs* Coyle is described aa 
looking elegant* and "(just showing for the least bit borsd)*"̂ ! In 
som lines where there is an error in the graaaar* Jams nay have been 
attempting to convey the node of expression of the character* Examples 
of suoh lines would Inolude Catherine's* "You are welooM to share of 
ny loaf*" in pyrsmus and Thisbei62 Paul's line* "I ain't so bad~I 
ain't temptedI" in The Reprobated  and also* perhaps* Hugh's long* 
ranbling sentence in The Outcry* "Hill you let Pappendiek— one of the 
first authorities in Europe* a good friend of nine* in fact nore or 
less ny naster* and who is mainly to be found at Brussels*"^
The foregoing types of grammatical error oannot be ascribed to 
possible mistakes on the part of the printer— as oould suoh items as 
•was" for has* "for as" for as for* "affair" for affairs* ctcd
There is one odd personal expression that oonstantly recurs in 
Jams's plays* He had the habit of ending a phrase with the pronoun
6oThe changing usage of stage directions in Jsms's plays is 
discussed in the next major section of the present chapter*
6lEdel* Complete Plays of Henry Jams* p* 651*
62Ibdd** p* fll. 63lbld** p. 1*38* %bid** p* 777.
6*Ibid., pp. 707, 706* and 728.
151
"whatever, * or "wherever" i this left the eentenee inooaqplete*̂  Sons 
exanples are, "(a roll of oroohet or whatever) " h e  "(haa gone to 
sons closet* or whatever) " " ( ahe leana against the parapet or what­
ever)"!^ and he gates at the "(portrait or whatever within)"*70 The 
setting for the Ruth Draper Monologue la described aa "her sitting- 
roon at the hotel or wherever."7̂  This eooentrioity of Janes's also 
turns up in spoken lines, suoh as, "Please say to his lordship— in the 
Saloon or wherever— that Hr* Crinble nust go."72
Here and there Janes used a spelling whioh is now archalot vis** 
"courtesy" for curtsey* 73 and "staid" for stayed.̂ * Oooasionally there 
is an actual error, as "confidant" in the Masculine font, when the 
feninlne confidante is needed.7̂
^This habit of ending a phrase with "whatever" or "wherever" is also evident in Janes's correspondence, and elsewhere* See I* F* Ben* son, Henry Janeai letters to A* C* Benson and Auguste Monod (Hew YorktCharles Scribner's dons, l93o7, p* 69• Also, Henry Janes, The RiddleYears (New Yorki Charles Scribner's Sons, 1917), p* 103, anl^/TnTT"
67ldel, Conpleto Plays of Jsni ("The Saloon"), p* 651*
Îbid*. ("The Saloon"), p* 671*
69Ibid., ("The Other House"), p* 735*
7°Ibid*» ("The Outcry"), p. 791*
71lbid** p. 813*
72Ibld** ("The Outory"), p* 780*
73Ibid., ("Pyranus and Thisbe"), p* 75, and ("Still Waters"),
p« 93*
7̂ Ibid** ("Disengsged"), p* 32lw
7̂ Ibid*. ("Disengaged"), p* 3U2, and ("Guy Donville"), p* U90*
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Dial tot attempts. Janes's plajt involved many oharaotara whose 
various nationalities and backgrounds would hara mads them talk dif­
ferently from eaoh other* Only onoe, however, did Jamaa seriously 
attempt to represent a character's dialect* this was when he dramas 
tieed The American.7̂
In The Anerioan. Christopher Newman (the Anerioan), uses phrases 
like "Happy to make your acquaintance,1 "I don't know but I liked It 
better," "I don't know as • • •*, "I guess," and "that goes away 
back*"77 He oalls Valentin, "Valentine,” and he uses the word "ain't" 
frequently* (Sarlier In the present chapter, mention was made of New- 
man's recurrent characterising phrase, "That's just what 1 want to 
see.")
So mueh for the actual text of The American* What is more in­
teresting to the stage-oriented reader are the pronunciation aids which 
Janes inserted into the copy owned by Edward Compton (tho aotor who 
played Newman)* These aids have been reproduced by Lent Edel in The 
Complete Playa of Henry Janes.7& James did what he oould with spelling- 
indieatians for Newnan's dialect* "lawng" for long* "awf" for off,
Ĵernes was concerned about the carelessness of mueh Anerioan speech* He expressed hia views on the subject in an address delivered on June 6, 1905, to the graduating olass of Bryn Hawr College* See Henry James, The Question of Our Speechi The Lesson of Balaaci Two Lectures (NewTorkt Houghton HTfiln and do., 1905), pp* 3-5
77Idel, Complete Plays of Hennr James, pp* 197, 196, 197, 2Ql*, and 205*
7®Idel states in a footnote that the "phonetic aids" were iiw sorted in parentheses in James's hand, "in the manuscript preserved at the Lord Chamberlain's office." All suoh aids were for the role of Newman* (Complete Plays* p* 196.)
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"Qawd" for God, "Saint-Oaraana" for Saint«Qamain* and "artuat" for 
artlat i m  self-explanatoryj ewan tha inconsistent "wauhnt" and "wawnt" 
for want seen clear) tout it oan only ba gueaaed what Janes had in wind 
whan ha wrote* "taihne (drawn out)" for tinei "pahst" for past* yat 
"fa-â hst" for faati "ata-and" for understand) "abate" for aajc) "nahn" 
for nan) and "ca-ant nahrry" for oanf t narry.??
Thara is nothing equivalent to thaaa dialaot notationa in tha 
novel* Tha Anerioan* In tha book* Newman*a Anerioan quality oonaa 
through in what ha says* and in hia attitudes*
In hia othar plays* Jaaaa liaitad hinself to a aara hint hara 
and thara in tha syntax to lndloata dialaotal diffaranoaa batwaan tha 
various oharaotara* Conaidaring that tha majority of Jaaaa1a latar 
oharaotara wara drawn froa tha uppar Britiah olasses* thara ara aur- 
priaingly faw typical Britiah expressions in hia playa* Hara and 
thara* thara will ba a “By Joval") a "What in tha world?"} a "Pray* 
what1 a that?") and axpraaaiona auoh aa* "a fortnight*" and "It1 a hia 
luck I"®0 For tha aoat part* Janas' a Britiah oharaotara alnply sound
isian*
Aa for tha othar inoidantal dialaota whioh tha playa oall for 
(Italian* Russian* Anarioan* and lowar class British)* Jana a oontantsd
^Edel* Cowplata Playa of Hanry Jana a. pp* 199* 220* 199* 201* 218) 2Q? and 209) 220) 2ZO* 22T) 226) 220) 221) and 221*
80Ibid., "Tho Altoun*" p* 372) "Tho Othar Houaa*" p. 701) "Tenants** p« 273) "Tha Outory*" p* 79U) and "Tha Outcry," p* 797*
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hiaself with a sprinkling of phrssss suggestive of nationality snd 
sooisl background.®1
Hunor in linos, Janes's earliest plays were sprinklsd with 
light honor. Gradually, Jimi inerssssd tho variety of tho typos of 
hunor whioh ho enployed. Light bantoring spisodss ooour in tho early 
Daisy Millor. and again notiooably in Tha Anerioan. Disengaged. and 
Ouy Donvillo. Hpigrans, although not Tory frequently u till sod fay 
Janes, noy bo found in Daisy Miller. in The Albun. and in 8££ersoft«®2
®*The following dialootal itons fron Janos's othor plays nay bo of interest* thoy aro arrangod in tho ordor in whioh tho plays woro written. In Daisy Millor. tho Italian of lugonlo and OioranolU is United to suoh trivia as "Signorina," "Par Baoeol", and "Meester Ran­dolph," while no attoapt is aado to indioato anything Russian in tho spoeoh of Madano do Katkoff. In Bio Albun. a footnan unexpectedly soys, "eostooa" for oostuao (p. 396)* f n Tho Reprobate, sons attonpt is nado to Indioato lowor olass spoeoh for Nina, the "goldon" haired singort she soys "ain't" with groat frequency, she refers to people as "duoks" (p. 1*06), and she uses tho slang torn, "ehiToy* (p. i*37). The Anerioan quality of Mrs* Oraoedew in Su— oraoft and in The High Bid eoaoa through in her freshness and openness of attitude* Janes gives no suggestions for her pronunciations, and her ohoioo of words is not notiooably non- Bnglish. On tho othor hand, Chivwrs, tho old faaily retainer in Snnnor- soft and The High Bid, says "natural" (p. $2$), and "our'ous" (p.*TJIJ) he addresses Hra. Oraoedew as "Mun"| ho says, "Then flynon— they do bo rough" (p. 531)J and ho drops his h's with eeening doliboratenoss, when oonduotlng tourists through tho "old 'lstorio baronial 'all" (p. 572).In The Outcry, tho Anerioan, Breokenridge Bonder, says things like, "Happy ho neat yon"— addressing Lord Tbeign (p. 775)) "I guess" (p.766)) and "Oh, sbuoks. Lady Sandgato" (p. 602)* In tho nonologuo writton for Ruth Droper, tho Anerioan flavor in tho lody1 o spoeoh is provided fay suoh phrases as, "I want to got tho good of it" (p. 612), "Doll, I declare" (p» 8lb), and "I guess it's on the records!" (p. 815). (Tho page nunbero all refer to Idol's Conploto Plays of Henry Jsnes.)
®2Sanples of Janos's epigrans inolude, "I haven't a fault— I'■ ashanod of nysolfl" (Daisy Millor. p. 125)) "Qfonoj are tho luxury of tho poor," and "Tho real way ho escape • • • is to narry" (Tho Albun. both on p. 370)) and "A nan haa tho right opinions as soon aT'he has’ sons thing to lose by having tho wrong ones" (Dmnrsoft. p. 526). (Tho page numbers refer to Idol's Conploto Plays of ionrr Janes.)
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Puns are rathar rare in Janoa, hut they nay be found in Dlacngagod. and 
in The Reprobate.̂ 3 jnrj now and again, Janea wrote a few alightly 
riaqui linea in a play, but they were hardly of a nature which today 
would be regarded aa lacking propriety.Janea alao knew how to
®3gir Montagu Briaket telle Hra* Jaaper that aba will "newer oeaae • • • to 'draw1 "-meaning both to aketoh and to attract nan (Die- engaged, p. 306)j and, in The Reprobate. Mr* Bona or eaye that Paul Eca been " took"— weaning that he had hia photograph taken, and alao that he waa enanared by a wonan (p. L21). (Page uuabera in Edel'a Cowclete SSH.)
®̂ Blandina and Capt. Prine are aa unoonaoionably long tine exawining the ruine of an old abbey, while the reat of tha oonpany won- dera what they are up to* The following linea are aaid during the couple'a oonepieuoue abeenoe* (It really doea not natter who eaye what.) "Mill you go and fetch then?" "Would it be diacreet?" "We'll aiqply wait." "It* a only fairl" "It* a only decent I" "We nuat put oureelvoa in their plaoel" • • • "Reapeet their thoroughneaa. I've taught Blandina not to be auperfieial*" * * * "They're exploring an endleaa aubjeot." "Poring over a delightful book." "With their heada, no doubt, very oloae togetherI" "It*a terrible to think of all they'll knowt" (Dieongagod. p. 313.)
In The Albun, Bernal tella Sir Ralph that he la in love with Grace* Bernal aaye it la too late to pull upt he wante to keep on*SIR RALPH. Paying your court?■Uttl. Paying ay court!SIR RALPH. To wake her your wife?BBUUL* To wake her (in deep uncertainty, agitation, diatraetion. faltering) I'll be hanged If I know wfaail (The Aifeun* p. jflb.j
In too Reprobate. Paul and Captain Chanter are dieoueaing the ainger, Mina 'Preahvllle.PAUL* (Conaidering.) How far have you gone with her?CHAMTXR. With Hra* Preahville? Very far Indeed* I once went to Brighton*PAUL. Oh, I went to Parlal (toe Reprobate, p* U33.)
In toe Outory, Lady Orace haa been aaylng that Lord John wantato worry her oniy beoauae of her father'a poaiticm, and for her nother'a great people* Her friend, Lady Sandgate, obaervea,IASI 8DDQAT1. For the general ao ianaoulate connection. (The Outory. p« 770.)(Page nunhera in Idel'e Cowplete Playa.)
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"plant" a laugh line, but ha did not apply tha technique vary often.®̂  
At tisws, Jaaaa aaployad axaggaratlon and Irony for thalr ooaio effect. 
It aay ba nantlonad, parhapa aa a apaolal oategory, that Jaaaa was 
broad-aindsd enough to Inolude Jokes alaad at Americans In thoaa playa 
where tha opportunity naturally arose, via.. Delay Millar. Tha Aaarloan. 
Tha Albun. Suwaoreoft. Tha Hlah Bid, and The Outcry*
Jaaaa may ba credited with a growing awaranaaa of tha posalblll- 
tlas open to tha playwright for ooaady through bualnaaa. Certain 
axaaplaa ara dealt with In tha following aaotlon of tha praaant ohaptar.
IV. STiGttBILITY
Stage Diraotlona
Changing uaaga. In hia earHeat plays, Jaaaa provided plenty of 
bualnaaa for tha actors— such as opening a window, arranging flowers, 
laughing, etc.. but ha provided no diraotlona in tha aanae of left or 
right on the stage. With his third play, A Change of Heart. Jaaaa in­
dicated that certain doora should ba placed left or right, but tha 
actors' aoveaents ware still not related to areas of the stage. A 
ohange begins with tha writing of Daisy Millar» In that play, aost of
®̂ Here are two instances in whioh Jaaaa "planted" a laugh Una. In Disengaged, four of the characters diecusa what Mrs. Wlgnore and har daughter, Blandina, would be likely to aay if Mr. Trafford should reveal that he wishes to aarry Blandina. Mrs. Jaaper forecasts that Mrs. Hlgaore would say, "You aust take what you can get," and that har daughter would answer, "Yes, aais." Since this is precisely what tha aother and daughter do say, the result is Inevitably comoai.Siallarly, in lot U  of Tha Reprobate. Paul repeatedly asks, "What will Maaaa sayf" Eventually, line anticipates hia with, "Oh, I don't care what Manas says I" “
(Rdel, Coepletc Plays, pp. 31*1-31*21 and p. 1*30.)
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tha action la painstakingly thought out, although Jaaaa did not solve 
qulta all of tha problaaa of ataglng In tha latar sets*
Tha Aaerican. Jaaaa*a flrat produoad play, brought a big ohanga 
In tha taralnology of hia ataga diraotlona* Now, for tha flrat tiaa, 
Jaaaa lndlcatad that aetora should wove "up*1 or "down*" or that a 
oharmotor should "oroaa" tha ataga* Doubtlaas tha ohanga can ba at* 
tributad to Jaaaa'a first connaotlon with a professional company*
Jaaaa*a next produoad play, Ouy Domville, contained notiooably fawar 
diraotlona* Than, In tha one-act Suiaareoft* Jaaaa for tha flrat tiaa 
suggested alternative ataga directions*®® Perhaps Jaaaa was beginning 
to visualize hia role of playwright differently in relation to possible 
productions*
Thirteen years latar, In 1906, Jaaaa saw his next produotion,
Tha High Bid* Tha new script showed an increase In tha number of al­
ternative suggestions for bualnaaa and aoveaant* Jaaaa Included now 
taraat "turning off" and "by-play*"®? It la probable that, onoa again, 
Jaaaa'a association with professional actors was reflected in his aa* 
ployaant of new taralnology* In this play, it can definitely ba seen 
that Jaaaa now understood tha psychological use of stage spaoa* In 
Tha High Bid, whan tha characters ara in opposition to one another, 
Jaaas specifies that tha whole width of tha stage should ba batwaan 
theas Prodnore and Mrs* Graoedev ara "confronted over tha width of the
®®8naaareoft was written In 1695, tha saao year as tha produc­tion of Guy BoaefUa*
®?Bdel, Complete Playa of Henry Jaaas. p* 59U, and p* 602*
158
oostags"i In Act III, Yule and Hra* Qraoedew ara on oppoalta aldaa of 
tha ataga, but aa the faaling batwaan than baeomea wamar, Jaaaa apeci- 
fiaa that they ahould move toward aaoh otherlatar, Hra* Qracedev la 
daaoribad aa,
(Holding off from hia [Yule], across tha hall, the entire apace be­tween tnsm now* aha decidedly left and ha rignti with an intensity o# suspended response ihat nay almost paaa aa a plea for further postponement, or even aa a plea for mercy . * * *)9u
James continued to uae ataga apace payohologleally in all of hia latar
playa.
One peculiar aspect of Janes'a ataga directions, and it la par­
ticularly noticeable in the latar plays, la that hia attitude was that 
of the author of a story rather than that of a playwright* For exanple, 
James referred to himself aa "I" in The Salooni
OWEN* (Carried* as I aay. further and further, by hia surge of reaction* rebellion, repudiation, the passion that. come aa It will, kaa to oome nowi and even nlnself affected* In this aenae* by ine echo oi hia tone.jyi
Near the end of the same play, Coyle conveniently reappears on stage, 
after having left to go to bed* James explains in the stage directions 
that Coyle had been unable to sleep, but there is no way that the audi­
ence would know this* In The High Bid, there la a perfect example of a 
comment by the playwright— in the stage directions— which could not 
possibly reach the audience*
)RS. QRACEDXW* (Giving w y * turning off* before the barrier he thus ereota for her frs stands In Ker paihj | but with a motion ot
66Ibid*. p* 592. 
?°Ibid.* p. 601.
8?Ibid*. p. 598. 
Îbid.* p. 673.
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hr an— that makes nothing of what she has dona— seemato define It m  * ease of hr having paid ninepenoe.) I bought hia cut.iULBl. (wot believing in the ninepenoe.) For how muoht̂ z
Perhaps tho moot interesting ohange in James's otogo dirootions 
ooourrod when ho took up playwrlting ogain oftor o thirtoon year in­
terval. This amount of time olapood batmen tho writing of Ouy Dom- 
viXXo and Tho High Bid. If tho toxta of tha two playa aro compared, 
the improvement in tho flow of tho dialogue and tho roadability of tho 
linos can hardly bo missed. Of immediate interest, however, is tho 
Increase in tho number and tho length of tho stage dirootions in tho 
later play, and the fact that tho dirootions aro intended for a dif­
ferent function. In tho earlier play, the dirootions merely served to 
indioato the actors1 general movements, but, in the later play, the 
directions provide an outlet for James1s commentary on what is taking 
place, and they give an insight into the mental workings of the charac­
ters.
An interesting comparison may be made between the two plays.
It so happens that in both Ouy Domville and The High Bid there is a 
scene in which it is discovered that a young girl has run off with her 
lover in order to escape from a marriage which her family has tried to 
force upon her.
In Ouy Domville. Ouy has helped Mary to escape, and the elope­
ment is discovered by Guy's cousin, Mrs. Domville, and by Lord De vanish.
(MRS. DOMVILLB ... is heard knocking and palling. "Cousin. Cous­in! daughter. Daughter I" 'TBan B W Sfts alone Tinier a MfattH.)
92Ibid.. p. 600.
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LORD DRVBTCSH. You've ooae froa above* Is Miss Mary there? FOOTMAN* I've eons froa across the water* iqr Lord* Miss Brosier's Qhrjr'j left the house*LORD DRVDH8H. left it for whore?FOOTMAN. I*re taken a guinea, ay Lord* not to say*LORD PEVmiBH* Than taka another* dean you* to do your duty* FOOTMAN* Ry ay duty than* ay Lord* she's off in a great boat*a gentleaan close beside her and three wateraen to pull*LORD DCVCNI8H. The boat of a nan of war* The ruffian* the aerpentl(Inter MI8* DOKVIUX*)MS* 9BRVXQXI He's looked in* I'll be hanged if he'll answer* LORD DRVBUSH* This knave has suffieiently answered* The hussy's gone with the villain she was leagued with and who reached here in tins*MtS* DOMVXLUt* And you saw it* and gave no alanu FOOTMAN* I only saw* Madaa* what Mr* Doanrille hiaself saw* He waved his hat froa the terraoe*LORD WIDISH. Doaville* the false wretoh* has abetted thoa*MtS. DOMVmi. Pursue then* Start the hue and orytLORD DRVKNISH* Be off I The horse is stolen and it's all too late* Froa the aoasnt they net we were dished* Let thea gol?3
In a siailar passage in The High Bid* Mr* Prodaore learns of his 
daughter's elopeasnt froa Mrs* Orseedew* Prodaore* unable to find his 
daughter in the house* has assuaed that she is in the ooapany of Cap­
tain Yule— his chosen suitor*
PRCDMQRE* Her character Referring to the daughte3 — feraed by ay assiduous oare— enables as to locate her* I nay say even to tine her* fToa aoasnt to aoasnt* (aassivs. olear-fseed, watch in hanZTT with all but aatheaatieal oerialniyl (Aon as hoooaplaoonillr“sur- veys his watoh*) It's ay assured conviction that she's ooabinlng Inclination with Duty even while we sit herelIBS* ORACDBf* (Mho, after having with a high. odd, but in­articulate sound* half an apprehensive groan ana naif* a smothered 3 or "taken it froafaia* in all its fatuxtraad four, gives way io her nervousness and acres u p  and roundt invoking ooafort and sup- port, with all her eras, iron the whole ploturel before spcsfciM. abruptly on an effective change of tons.J fleer Mr* hpcJacre.~w are you so awfully rash as to aake your Daughter afraid of you?(With increasing confidence, as she has broken this loe*) You should have taught her to confide in you* CAdvlalnglr* soothingly* serenely*) She has clearly shown as that she can confide.
93Ibid., p. 507.
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ROOMORS* (With a frowni pulled up hr thla new not#*) She "confides” in you?MIS* GBACnfiVT Well Cfacing him. smiling. laughing)— you nay "take It from me" I (Thcn"aa"ir — ting her way non.) tat me aug- gaat that| aa fortune has thrown ua together a minute, you follow her good example*FRCPHORS* OhtMtS* ORACDW. (She putt out .a hand to ohsokhlmi aha knows what aha*a about i sbswcea her briber step* J !ttsll me for in- aianoa tha ground of your objection io poor Nr* Fogg*R0DHORS* Fogg?MtS* QRACSHRf* (Than aa ha atarta at ̂  name and remains blank* for excess of amassment. ai bar audaoltri dlaiinct* oats- |orioai. and aa already witbina aanaa of success.) I mean HrZ ragg or BeuWough, nr* iiu Fegg, tbe Oodson of your Daughter' a Qrandaothar and tha aaaoolata of hla father in their flourlahing House* to whoa— Miaa Frodaora la devotedly attached*ROOMORS* (Who hat aunk in hla diamsy into the nearest ohair. staring aaaaadly before hie* J It hta gone aa far at ihatfMtS. (gffinWwT (frlumpEant now* towering above hla*) It haa gone so far that you must let It go ike rest oi tha way!PRODMORI* (Phrsioally prostrate* but tha eolld gaaplng prsten- cion, the habit of massive dignity of hla, asserting themselves through everything. with deep resentment at having been ̂ doocT) it*a to© monstrous of you to nave plotted with her io Weep aa in tha Darkl9u
In sumary, it aay be said that Jaaea did not develop a pro­
ficient terminology for hit atage direction* until-he had hla firat 
profaaaional production— Tha American* In tha earlier plays, although 
tha action had bean carefully thought out, It was not indicated in 
terms of specific stage areas* With the writing of Quy Ponrilla* James 
for tha first time indloated alternative stage directions. With tha 
production of The High Bid* in 1906, Janas added further technical 
terminology, and it was evident that ha now understood the psychologi­
cal use of stage apace— in the sense in which it is used by a director* 
Tha later plays show an increasing tendency to write with the 
attitude of a story author rather than that of a playwright* In
9W ,  PP. 993-59U.
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particular, the stage directions have a new function! they serre as an 
outlet for Janes1s comments, and they also show the nental or intel­
lectual Motivations of the characters.
Business* Janes's plays are full of little actions— stage 
business— for the actors to perform, As tins went on, Janes beoane 
quite adept at finding business which would suggest the character of 
the person ooncerned, Examples pioked at randon night include the 
sohening, old Frenchman, Nloohe, in The American* who is described as 
"shrugging his shoulders and pressing his finger-tips together" a n d  
the indolent Paul, in The Other House, who is nore interested in eat­
ing a bun than in listening to his mother speak of his possible forth- 
coning marriage,?̂  In his later plays, Janes often suggested alternative 
pieces of business. It appears that the author had reached a new 
understanding of the function of business* the specific nature of the 
business is less important than that it should reveal the state of 
mind of the oharacter. For instance, in The High Bid, Mrs, Gracedew 
pioks up a small object as a sign of her intention to leave,
MRS, ORACXDEM, (Who makes again the circuit of the hall and pioks up without interest, as a sign of the intention of golrigT sons snail object. a rolled up pair of gloves say that she has de­posited on her Arst arrival in sons piece where the others won*t nave seen it* or even simply resumes possession of ins note-book sne has within a few momenta put down, sticking the pencil back into Its sheaths anything. in short, that wlll sirlke in a snail way toe note or departure, jyr
Later in the sane play, Mrs* Gracedew makes an absent-ainded movement
as she searohes for the right thing to say.




MRS. CHUCKM. (As. pulled up a little at haying to take hin M  
hi Is. since she dobin’ t oulio know what to do about it* she thinks 
ford a nlnutei meanwhile neohanlosily. witlb out hand. dust pushing 
soan object on a w i t  or elsewhere straight. or — ootfajag down with 
her loot thi oorner of «a old rag. J riaveyou thought wry nuoh
r e s v u m —  ------------
Thi long and detailed business found In Thi High Bid arm includes in­
dications of thi vocal Intonation which ahould bo uaod in sons of thi 
lines, such aa, "(Terr high and confidant.)"??
There seeats to ba evidence of an inoraaaing awareness on Janes's 
part of the possibilities of using gesture alone to oonvey Meaning* Aa 
early aa Disengaged* Lady Brisket "(makes (Xn reference to her husband] 
a nervous* sarcastic gesture to TRAPPCRD.)"100 Part of the exposition 
of The Albun is managed through business alones before any lines are 
spoken in tha play. Lady Basset enters— dressed for travelling and 
carrying a dressing-bag} she looks around, finds a book, and puts it 
in tha bag.I01 Tha audience thereby would see that she is preparing 
to leave— rather than having just arrived* By the tine that Janes 
wrote The Outcry, he had realised that aa actor all alone on the stage 
oan oonvey through his actions that the character is preocoupled, or 
beset with anxiety,Thus, business has taken over the function of 
the older soliloquy,
"ibid., p. $80. "ibid., p. $82.
100Ibld.. p. 31U. 101Ibld., p. 355*
102Ibid«, p. 779 (Lady Grace, in her anxiety, novas about rest­lessly, looks out of the window, etc*)} p. 789 (Lord Thelgn lights a cigarette, and he revolves about the stage "in a manner that shows the degree of hie preoccupation")«
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Humor through business, Kxamples of comedy business ere not 
over plentiful in Janes's plays, but a few instances nay be cited, Tbs 
author understood that a contradiction between words and motion will 
produoe mirth, In the new fourth aet of The Anerioan, Nevnan is saying 
to Notmie, "You think too nuoh . • • You had better initate ny repose," 
when he promptly knocks over a jar on the table, Similarly, in The 
Album, Bernal explains that spare cash is kept in a teacup, and he 
says, "The teacup's our bank— a bank that's always b r e a k i n g A t  
that very moment, Teddy swashes the cup.
Sometimes Janes created a hunoroua effeot through slightly 
ridiculous action. Throughout the first act of Daisy Miller, Reverdy 
follows Mrs, Costello about carrying a camp-stool for her, but she al­
ways refuses to sit on it. In the sane soene, Reverdy looks ridieulous 
as he tries to preserve himself from temptation by hiding from Daisy 
behind a parasol,*®* Another inatanoe of humor through ridiculous 
action nay be found in Disengaged, In this play, Coverlay makes his 
first entrance while a posed photograph is being taken on-stage, 
Coverley goes from person to person whispering, "Have you seen Mrs, 
Jasper?" The only reply which he receives is the photographer's mo­
notonous, repeated admonition, "Keep perfectly etill,"*0̂  Occasion­
ally, Janes indicated that an actor should change his facial expression
103Ibid., p, 21*1*.
10*Ibid., pp. 121* ff.
10l»Ibid„ p, 373. 
106Ibid„ p. 308.
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in the wLddle of a linet this ia a common technique whioh invariably 
provokes laughter**0*̂
Meohanios of Staging
Meohanioa In general> The neohanics of playvriting are con­
cerned mainly with the Manipulation of tha characters for tha purpose 
of staging the action* they include Movement in general— particularly 
the entranoee and exits of the oharaoters* The neohanios also deter­
mine the looale of tha action* Janes'a mechanics, on the whole* were 
rather obvious* but they ware thought out with considerable oars*
Intranoea and exits made by oharaotara* In Janes's earliest 
plays* the movement of the characters was inclined to be Monotonous*
For example* in A Change of Heart* the characters keep running out of 
the drawing-room into the garden* There are three doors leading out 
of the room* and yet they keep using ths me up oenter* it is obvious 
that Janes needed to get the characters off the stage by turns* In 
many of his plays* Janes called for truly extraordinary ooinoldences 
of entranoes by characters arriving from different directions* vis*, 
in Daisy Miller, in Ouy Dowvills, and in the late play* The Other 
House* Usually ths Movement on and off the stage* in Janes's plays* 
was painstakingly thought out* Janes was particularly careful that 
the wrong oharaoters should not be able to meet in the off-stage areas* 
problems of this nature arose for the playwright in Daisy Miller and in 
Ths Reprobate* A very rare mistake* and that was of a Minor nature*
^Examples of this technique may be found in Disengaged* and in the untitled monologue written for Ruth Draper* Qcdel, donplets Plays of Henry Janes* p* 326* and p« 6lU* respectively.)
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occurred In The Saloon* In that play, Kate went out by a door on the 
loft, and oane baok In through a door on the right* Slnco oho was 
supposedly leaving to retire for the night, the spectator night wonder 
why Kate did not go out by the door up center, as the other house 
guests had done when they had left to go to bed.^O®
Unfortunately, Janes's Methods of getting characters on and off 
the stage were not always oonvinoing* Often a character would leave 
on a flimsy exouse* For example, it is to he suspeoted that in Ouy 
Domville the frequency with whioh one or another of the oharaoters must 
leave to go and see "little Oeordie" is no more than a pretext on the 
part of the author for getting rid of a character momentarily* The boy 
is never seen on stage* Again, in Sumneraoft* Yule and Cora alternately 
appear and disappear— popping in and out of the great hall but not meet­
ing for a long, long time*
"Left" and "right" stage* There is internal evidence to show 
that when James spoke of "left" and "right" on the stage, he meant left 
and right from the audience's point of viewt this is in contrast to the 
technical use of the tern, in which "left" refers to the actor's left 
side as he faces the audience, and "right" refers to the actor's right 
side*
Janes drew a stage-plan for the Prologue to The Other House*
The words, "oonmodious sofa," are written over a straight line on the 
left-hand side of the diagram*^ During the action of the play, the
10eibid., P. 671.
*°?Leon Zdel has reproduced the stage-plan for The Other House 
on p* 663 of The Complete Plays of Henry James* The diagram is in 
James's hand*
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stag* directions say* "the important sofa at lsft • • • ,*HO Thus it 
is evident that Janes was visualising this setting with the "left1 tron 
tha audlsnoe ’ a point of view*
There is further evidence of this fact in The Saloon* The set­
ting has three entrances! on the left* on the right* and up center* On 
the sixth page of the play* three persons are on stages Mrs* Coyle and 
Lechnere are down "right*" and Coyle stands up center* Kate enters 
right* and* at the sans wonsnt* Owen enters left* Owen speaks and 
cones down left* The stage directions then say* "KATI * * * has cons 
down* and has W3* COYLK and UCIMRE to her left and CUSH to her 
rights COILS rena^wg »p «««*»—-"^1 The only way in which it would 
be physioally possible for Mrs* Coyle and Leohner* to be on Kate'e own 
left-hand side* would be if they were on the "right" from the audience* s 
point of view*
Visualisation of the set* The settings of Janes's plays are not 
very imaginativet the soenio descriptions* for the most part* oall for 
either a simple exterior setting* or an interior "box" set* As would 
be expeoted* many of ths interior seta are drawing-rooms* but Jamas had 
a noticeable preference for hall settings— that is* ths hall of a house 
with doors leading off to various apartments* or rooms* Occasionally 
the pattern was varied* as in ths soene laid in the hotel parlors in 
Rons* in Paisr Millars in this scans it was poaaibls to go out onto a 
balcony and to appear to look down on ths carnival in ths street below*
UOkdel* Complete Plays of Henry James* p* 689* 
luIbid.* p. 656.
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It seems that James re all Bad that a playwright should ba aware 
of ths architectural layout of ths imediate off-stage areas— at least, 
this Is ths oase in The Other House, and in The Outcry. However, Janes 
was not always specific about his settings, for instance, the second 
act set for Quy Pomville Is merely described as, "Mrs. Pomville'a villa 
at Richmond."*12 The action of the scene seems to indicate that it 
takes place in sone kind of hall, and that there nust be ways to leave 
the stage in several different directions.
Sons tines Janes speoified that an interior setting should re­
flect the characteristics of its owner. Sir Ralph's drawing-room, in 
The Album, should be "handsome, cold, conventional, and characteris­
t i c .  "UJ Mr. Bonsor's villa, in The Reprobate, is "an old bachelor's 
housei ths whole aspect ugly.*^* (Jamesian scholars will recognise 
the psychological rightness of the environment, as seen in many of the 
author's novels.)
James did not always list the settings before the beginning of 
a play. He seemed to have no policy about it, and there seems to be 
no observable pattern for the set listings. Rven the two volumes of 
plays which James published differed in this respect.
In most of his plays, Jamss was very vague about the furniture. 
His usual habit was not to mention a chair or a sofa until a character 
needed to sit down, and even then he rarely indicated where the ac­
commodation should be plaoed. The Saloon was an exception, for in that 
play James indicated in his scenic description where the tables and
n2Ibid.. p. U9$. n 3lbid.. p. 387. ^Ibid.. p. UQS.
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chairs should be placed* Jama's vagueness about tba furnishings it 
strange In combination with hla azaotituda about tha number and plaoe- 
mnt of entranoes In hla sets*
Tha diagram whioh Jama draw for tha hall in tha Prologua to 
The Other Houaa seems entirely too sparoely furnished* It la ourious 
In another respeeti tha room la longer from tha front to tha baok wall 
than it la from left to right* Henoe the sketch does not look Ilka 
the work of some one who la accustomed to visualising settings with 
actual stage dimensions*H£
In his later play a, Jama often suggested alternative features 
in the settings* In The Other House* Jama stated specifically that 
tha "essence" of two of tha settings lay in the number and placement 
of the entrances— "for the Aotioa*"^^ This seems to be a practical 
approach*
Jama's seta* in general, are practical! they are playable*
The settings are never really imaginative, but they serve their pur­
pose*
Jama's Consciousness of Staging
General control of stage movement* It has already been seen 
that Jams was conscious of ths need to control the movement of ths 
actors on and off ths stags* He was consistent in matters of entrances 
and exits, especially when a oharaoter had to reenter* Jams always 
thought out how certain characters could be prevented from meting each
U *Ibld„  p* 683 ll6Ibld** p* 681, and p. 739.
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otter in tte Immediate off-atage area, when it would te undesirable to 
have ttew do .o.U7 xn hia directions, Janes sonatinas referred to tte 
"audience." to tte "spectator." and to tte "stage" par aa*
Favorable affaota. In hia latar plays, Janes showed a definite 
understanding of tte psychological uaa of ataga apaoa in tte placing 
of oharaotara on stage.*-*® Janas also beoaan awara that businass 
should show a oharaotar'a stats of mind.**? Sonatinas, Janaa indlcatsd 
that a nunbar of oharaotara should ba groupad in a eartain way, thus 
foming what is generally rafarrad to aa a ataga " p i c t u r e ."*20 O c «  
oasionally, Janaa oallad for an affaot which would definitely ba 
a tag ay* For example, in Tte Saloon. two failing lanpa ara extin­
guished, ons quits sons tins bafora tte otter, so aa to produce a 
gradually increasing sense of h o r r o r *121 igain, in Tte Other Houae* 
Janas specifically states that tte Infant in its nurse's ana should 
saan to symbolise "a large white sacrifice* a nuslin-nufflsd offering 
that seams to lead up to a c e r e m o n y *11122 gvery now and again, Janes
H7of. ante, pp. 165*166•
u0of. ante, pp. 157-158, 161.
119cf. ante, pp. 162-163*
^9ln Tte inarioan. tte oharaoters ara carefully nosed and groupad around the wounded Valentin* (Sdel, Complete Plays of Henry Janes, p. 252.)
*2*Ibid.. p. 671. (Tte effect la not unlike that in Km  tar- linok'a Tte Intruder, whioh was written in 1690. It is possible that Janaa may base been familiar with that work.)Jaaiaa had a theory that horror, if left to tte imagination, would seen greater than if specified* Sea Janaa, Tte Turn of tee Sorcw (New fork* Charlea Scribner'a Sons, 1922), pp. xx-xxiIT
122Idal, Complete Plays of Heurjr Jnaaa, p. 700.
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used a pleoe of business whioh was obviously pronpted by hia vision of 
it baing parfonMd specifically on a ataga* For inatance* whan tha 
wouadad Valentin is halpad on In Tha Anerloan. Nawnan and Nofcde whaal 
a aofa to tha "front* for him to raat on.12̂  in Disengaged. Coverley 
places a oanp-atool in tha niddla of tha ataga for Mr a* Jaapar to ait
In two of hia latar play a, it ia evident that Janaa waa oon- 
aeioua of tha uaa of color in ooatunaa aa a Method of indicating oppos- 
ing oharaotara* In Tha Saloon* Mr a* Julian* a widow* ia draaaad in 
blaokj Mrs* Coyle wears white | and Kate Julian we ara scarlet. Kate'a 
"vivid rad ailk draaa * * * figuraa throughout tha play, for tha aye, 
aa tha wily big patch of colour « . , ,*12$ in Act I* not tha Pro­
logue* of The Other Houaa, Jean weara blaok* while lose wears whites 
symbolically the oolora indioata tha reverse of their usual asaoci- 
ationa. In this play* it la Rosa* in white* who ia evilj and Jean* 
in black* who is good* However* it ia a long tins before tha true 
nature a of tha young wonen beooaw apparent* and Janas deliberately 
obeoured their intentions with tha surrounding clrcunatanoes*
Janaa understood tha prinoiple of "planting” a line* or hunor* 
or an objaot* For exanpla* Kate's final line in The Saloon, "Dead of 
tha Death—  I”* ia heightened in its affect baaauaa tha words were used 
earlier in reference to the ghoat legend.*2̂  In The Alton, attention 






before its owner ie revealed* Janes also knew how to "plant* a laugh 
line, and exanples of this technique nay be found in Disengaged and in 
The Reprobate*12?
In his late plays, Janes replaced the older soliloquy with 
silent action passages for a oharaoter alone on stage* Rxanples of 
this teohnique nay be found in The Other House* and in The Outcry*12** 
In the latter play, Janes also used what he ealled a "nuts passage*" 
or a "reciprocal nute oonnent*"12? It was thus that Janes described a 
silent om— unlcatlon whioh took place, by neans of facial expressions 
or through gestures, between two characters on stage— in the presenoe 
of a third character who was unaware of the exchange of thoughts which 
was going on*
Lack of a sense of staging* Janes's visualisation of the stag­
ing of a play was not always faultless, although any nistakes he nade 
were of a minor nature* For exaaple, there would be a "stage wait" in 
The Other House if it were perfomed aa written! in the Prologue, Rose 
reads through a three-page closely written letter twice while Dennis 
Vidal— and the audience—waits*13° Sonatinas Janes's aense of tining 
was off* For instance, in Act II of Disengaged* Lady Brisket u£ at the 
window sees Mrs* Wignore coning* As the scene is written, it night 
well appear that Lady Brisket had gone up to the window for the purpose
w ?cf* ante, pp. 155-156*
12®*del, Complete Plays of Henry Janes, pp« 696, 7U9t 779, 789*
M ^Md*, pp* 792, 799*
13?Ibid** p. 693.
of happening to eee Mrs* Wigmora oowing in from the court.̂ 31 in rare 
instances, Janea oould also be guilty of unrealistlo visualisation of a 
piece of business. In The Reprobate. Paul is in the aot of handing a 
glass full of vine to Blanche vben he is startled by ths entrance of his 
■other, and he lets the glass fall. There is no reaction to the acci­
dent, and apparently no ness. As if that vas not enough, Paul then 
pours a cup of tea for Blanche, and he nearly drops it vben his Mother 
speaks sharply. However, this tins another gentleman catches the cup 
and saves the day.1̂ 2 This kind of business may amass the play reader, 
but it oould scarcely be acted as written.
Occasionally, Janes put something into the stage directions 
which could not be conveyed to the audience. Madame de Katkoff, in 
Daisy Miller, carries a Prenoh book in a pink cover under her arn.̂ 33 
How would an audience know that the book vas Prenoh? In The Outcry. 
Hugh is alone on stage, pacing nervously, "waiting for UDY QRAC1. to 
whom we see that his nans has been taken and who cones to him after a 
little ... .wl3U ill that the audience could "see" would be Hugh's 
nervousness, and his attitude night indicate that he was waiting for 
aoneons.
It has been mentioned that Janes was vague about what furniture 
was needed in his settings, and about where it should be placed. It 
seems rather odd, therefore, that in The Reprobate the author stipu­
lates that there should be a tall cabinet below the door on the right.
131Ibid.. p. 326. ^Itdd., p. Itll. *33lbid.. p. 121.
^Ibld.. p. 79U. 13*ibide, P* U05.
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This would sot* precisely tbs wrong pises to put a tall oabinet* sinoo 
it would hide ontoring aotors in this position* (Ths oabinst serves no 
purpose for ths action*) This would sssn to indioats a lack of staging 
awarsnsss In Janes*
3caw tines it appears that Janes was not alsrt to possible audi- 
snos reactions* In too aany of his plays, there are ooinoidsness of 
entrances by oharaoters arriving fren different direotloas* whioh it 
night be hard to accept* In Tenants* there is a preposterous coinci­
dence of aetlont Noman arrives hone unexpectedly fron India* He 
enters the rocn at the very sonant when his fathsr is oheoking the 
assenbled conpany for dinner* Sir Frederick looks round and says*
"Well then* are we all here?" Noman answers loudly* as he oones in* 
"Yes* father* we're all hereI"136 The likelihood of laughter froa the 
sudienee would seen strong* indeed.
A ourlous exception to Janes's usual carefulness in writing was 
Ouy Donrille* When the play was produoed by Qeorge Alexander* the 
oritios ooaplained about the lack of justification for the change in 
Ouy's attitude after the first aot.137 An itea whioh nust have seened 
confusing to the audience was Lt* Round's reference to lord Devenish 
as "the nan who is ready to traffic in Dtary'al innocence with Jews 
and ganssters * * * *"1-38 No explanation was offered for what was 
aeant by trafficking* or what the reference to Jews signified* In the
136Ibid** p. 283.
^8ee the section on Ouy Ponville in the previous chapter of this study*
^Sdel* Consists Plays of Henry Janes* p* $0$•
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script, in Act III, Mrs* Peverel ityi, “Hart*a your money, nan* 001*139 
Thera la no nan on-stage, but tha line oould aaaily have baan changed 
ao that Mra« Peroral aant tha *aid out vith tha money to eoMone wait­
ing off-ataga*
Summary
In thie ohapter, tha aoripta of Jsms's playa ware analytad from 
a teohnioal standpoint, in an attempt to discover how Jamas'a playwrit- 
ing taohniqua developed, and what his technique had baaoM by tha time 
that ha wrote his last play* The survey was divided into four large 
categories! I* Script Format} II* Subject and Treatment! HI* Literary 
Aspectsi and IT* 8tageabllity*
All in all, it may ba said that James's plays ware highly con­
ventional* Tha findings in each category ware as follows*
I* Soript Format* Most of Jsms's full-length plays ware in 
three sets, with two exceptions of four acts each* Hs wrote five one- 
act plays* Kxoept for two of his earliest plays, which were divided 
into French seines* Janos followed the custom of the realistic theatre 
in Mtters of scene division* In the lines of a play, JaMs used 
Italics and capitalisation with unusual frequenoy to indicate where 
the emphasis should come* In his scripts, James followed the old con­
ventions! he listed the oast with the male oharaoters first} he named 
many of the oharaoters in suoh a way as to indicate the oharaeteriatlos 
of the person) and, up until roughly the turn of the century, James 
used asides and soliloquies* Jsms's Mthoda of exposition gradually
139Ibid*. p, 508
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beoame More skillful* end loss obvious* Hla attitude toward the titles* 
and Indeed toward the text a, of hla plays waa one of flexibility*
II* Subject and TreatMont* Janaa favored comedies* and he drew 
hia oharaotara fren tha upper levels of society* In the hope of win­
ning public favor* Janea deliberatel/ uaed the conventional happy end­
ing* However* he did write two tragedlea late in hia playwriting 
career* Hia thanes inoluded thwarted lovej the ronantio auooeaa of 
unworthy heroesj the oontraata between Anericana and Europeans) and tha 
inportanoe of tradition* Jaaea espoused realian* and he disregarded 
the olaeaioal unities*
III* literary Aspects* Janes did not present any deeply probing 
character studies in his dranaa* However* aone of the oharaotara stood 
out above the others* The oritica often found hia oharaoters conven­
tional* and unlifalike* Although nany of Janes's oharaotara had vari­
ous national and personal backgrounds* only once did tha author 
seriously attewpt to represent a dialect— for Christopher Newnan in The 
American* One teohnique whioh James uaed on several oeeaaiona aa a 
Method for distinguishing a oharaoter waa the employment of a recurrent 
characterising phrase*
The style of the language in hia plays was inevitably Janealan* 
As he grew older* not only did the lines become more indelibly hia* but 
the stage directions also became more end noro involved* Occasionally, 
there waa a grammatical error* and now and again James used an are hale 
spelling* The lines in nost of James's plays are sprinkled with humor* 
and he gradually increased the variety of the humor*
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IV* StwM.ll tar. Janes did not possess a proficiant termi­
nology In hla ataga diraotlona until ha had hla flrat profaaalonal 
production— Tha American. Tha mechanics of Janes's plays were, on tha 
whole, too evident. Ha waa always wary careful about specifying whara 
characters should enter, exit, or reenter, and ha was aware whan it waa 
necessary to prevent certain oharaotara froa easting each other in tha 
ienedlate off-stage area* There is internal evidence in the plays to 
show that when Jaees referred to the "left" of the stage, ha neant froa 
the point of view of the audience, and correspondingly for stage 
"right."
Jaaos understood how business could be used for purposes of sug­
gesting a type of character, and also for creating huaor. He oaae to 
understand that aeaning could be conveyed through aoveaent alone, and 
eventually he replaced the soliloquy with silent action passages.
Janes's sets were not very imaginative, but they were always 
playable. He was usually vague about the furnishings. Sons tines,
Janes specified that an interior setting should reflect the personality 
of its owner.
Janes's consciousness of staging gradually inoreased. Gy 1906, 
when The High Bid was produced, Janes apparently understood the psycho-
logloal use of stage space. He realised that business should refleots
the state of mind of an individual! sonatinas he suggested alternative 
stage directions! at tines, he suggested a definite stage picture! and, 
in two of his last plays, it seems evident that Janes understood that 
color in costumes nay be used to indicate opposing oharaoters. He also 
understood the principle of "planting."
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In the later plays* tha stage directions reflect more and more 
the attitude of the author of a storyt they provide an outlet for 
James's own cements* and they also reveal the motivations of the 
characters*
James's visualisation of the staging of a play vas not alvays 
faultless* but any mistakes he made vere of a minor nature* Mistakes 
of timing* or unrealistic visualisation of a piece of business* could 
doubtless be corrected in an actual performance*
CHAPTIR IT 
HENRY JAMES'S OWN DRAMATIZATIONS
Ja m b  wrote fifteen ploy* *nd on* monologue. Of the flfteon 
plays. eight were originally written as plays. and seven war* draMtl- 
aationa of atorlas or novels. Tha purposa of tha prasant chapter ia to 
examine tha ralationahip batwaan tha storiaa and tha plays. whan Jaaai 
transposed tha Material from fictional to dramatic fora*
Tha plays whioh ware ooncelved in dramatic fora were Pyramua 
and Thlabe. Still Waters* A Change of Heart* Tha Album. Tha Reprobate. 
Ouy Domvills. Suawaraoft. and The Outcry. Plays which ware dramatised 
versions of stories or novels included Daisy Millar. Tha American. 
Tenants. Disengaged. Tha High Bid. Tha Saloon, and Tha Other House.
Only one of Js m s 's dramatisations was based on the work of an author 
other than himself« this was Tenants, whioh was based on "Flavian* by 
Henri Rivilre.̂
At one time. Js m s  planned to dramatise his story. The Chaperon. 
but ha never completed the project* In the Cosgleto Plays of Henry 
Js m s . Leon Edel has included fragments and notes whioh Js m s  left for 
this planned dramatisation.2 So m  indication of tha changes whioh
iHonri Rivitre. "Flavian." Revue das Deux Monde s. VI (November 1* I87i»), 35-80.
2Leon Edel. The Complete Plays of Henry Js m s  (Philadelphlai J. B. Lippincott Co.. I?b9). pp. and 60̂ -637.
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James proposed to make in Ths Chaperon nay bo found in Chapter II of 
the present study, under the seetion entitled, "More Plays and Produc­
tions *N
On three ocoasions, Janes converted a play of his into fictional 
for*. He re-used the one-act Sumnsrsoft, an unproduoed play whioh he 
had written for Ellen Terry, ̂ for the story, "Covering End." "Covering 
End," in turn, was node into the long play. The High Bid* Similarly,
The Other House was transferred back and forth between draaatic and 
fictional form. This work was first sketched as a play. Then it was 
converted into a novel, and published aa such. Finally, the novel waa 
re-dictated aa a play.b Third, Janes rewrote his play, The Outcry, as 
a novel— in whioh for* it resained. Unlike The High Bid and The Other 
House, Janes's play, The Outcry, was not a dranatisation•
In the present chapter, an examination is made of Janes's drama­
tisations for the purpose of discovering what ths author actually did 
with the naterial when transposing it from fictional into dramatic 
form. For the aake of simplicity, Sumners oft, "Covering End," and 
Ths High Bid will be handled together as a continuous unit. As for 
The Other House, since there seems to be no extant version of the early
3f. 0. Matthiessen, and Kenneth B. Murdock (eda.), The Notebooks of Henry Janes (New Torkt George Brasiller, Inc., 1955), p."l28, and pp. 1BU-1B;>*
t̂otalled bibliographical information on the several conversions of flunnsraoft and The Other House nay be found in Chapter II of the present study, under the section entitled, "More Plays and Productions."
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first aoenario,̂  it can only b* examined as a dramatisation of a novel* 
This means that there are a total of seven units to be examinedi Daisy 
Miller i The imerioani Tenants i Disengaged i Summcraoft— "Covering End"—  
The High Bidi The Salooni and The Other House*
Eaoh dramatisation will be analysed in four ways! I* Stagingt 
A* Mechanics—>number of actaj number of settings required} elimination 
of action which could not be staged) new motivation needed for entrances 
and exits of characters) B* Theatrioal devices— special stage effects 
(sound, lighting, or other kinds)) addition of business or lines of a 
peculiarly theatrical nature) multi-set possibilities* II* The handl­
ing of the story or novel material! A* Changes in the story (plot or 
theme)) B* Scenes added or omitted} C* Changes in the type or number 
of oharaoters) D* Changes in the dialogue) E* Changes in the relative 
or over-all time involved) and F* Changes in organisation or evolvement 
of ths story* III* Qainedt items such as humor* or dramatic action 
whioh illustrates factors only mentioned in the story* IV* Losts items 
such as author omniscience, point of view* or stream of oonsciouenese* 
For practical reasons* these items will not always be taken up 
striotly in the order here indicated* However* a brief summary will
L̂eon Edel states* "The manuscript of the scenario was not found smong his Dames'q) posthumous papers*" cf* Henry James* The Other House* with an introduction by Leon Edel (Norfolk, Connecticut! New Directions 0.9VQ )* p. xi.
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be given for each play, under the headingst stagingj handling of the 
origins! story material| items gained| and items lost.^
I. DAISY MILLER
Staging
James's play, Daisy Miller. is in three sots, and it requires 
three settings. Act I, the garden and terrace of a hotel on Lake 
Geneva} Act II, the promenade of the Pinoian Gardens, in Rome} and 
Act III, the public parlors of a hotel in Rome*
James wisely decided to plaee all of the action in public places,
so that it would be natural for the oharaoters to wander in and out of 
the settings* In the last act, it is oaraival time, and thus an added 
motivation is oreated for the characters to bustle in and out of th? 
hotel.
As originally written, much of the story would be too hard to 
stage* there were too many fragmentary sections, and too many locations.
The staging called for in Daisy Miller is relatively simple* 
Perhaps, for the scenery designer, it would be difficult to represent 
the distant view of the Chiteau de Chillon in the first act, but doubt­
less a simplified set would do as well* The only speoial effects de­
manded are the noise of the carnival, and the flare of torches in the
^The plots of James's plays are given in Chapter II, "A History 
of James's Playwriting Efforts," of the present study*
In the same place will be found information concerning what is 
known of the souroes of James's materials* Chapter II also includes 
details of productions of James's plays— both actual productions given 
to the plays, and other contemplated productions*
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street outside, which the audience should be aware of throughout the 
third act*
The handling of the story material
Janes's original story, Palsy Hiller, is divided into two chap** 
ters. The events are presented from the point of view of Frederick 
Winterbourne, an American, who is captivated by his flirtatious com­
patriot, Daisy Miller, The story opens "two or three years ago,"? at 
a hotel in Vevey, Switserland. There, for three days, Winterbourne 
and Daisy enjoy eaoh other's company, in spite of the disapproval of 
Winterbourne's aunt, Mrs* Costello, In the second chapter, Winter­
bourne again Mats Daisy, but this time they are in Ro m , Daisy 
scandalises tha American colony by her habit of making easy friendships 
with gentlemen, Winterbourne* s faith in Daisy* a innocence is shaken, 
but he continues to pursue her until a certain occasion when, late at 
night, he is shocked to discover Daisy alone with an Italian, Gio- 
vanelli, in the Colosseum* A oouple of days afterwards, Winterbourne 
learns that Daisy is gravely ill with Roman fever, and about two weeks 
later, Daisy dies* Daisy's mother delivers a message from the girl to 
Winterbourne, and, as a consequence, Winterbourne believes that he had 
misjudged Daisy, and that she was probably innooent after all* Winter­
bourne feels that he has lived abroad too long, and that he can no
Ĥenry Js m s , The Turn of the 8crew, and Daisy Miller (New Xorki Dell Publishing Co*, I05U}, p•-l20, (tails book is referred to in future footnotes simply as Henry James, Daisy Miller,)Daisy Miller was first published in 1I170 in the Cornhill Maga­zine* o£* Leon Edel, and Dan H, Laurence, A Bibliography of Henry Janes (London! Rupert Hart-Davls, 1957), p,~3li*.
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longer judge Amerioana by their behavior* Ji m s  ende hie story, never­
theless, with the Intimation that Winterbourne returns to a clever 
foreign lady friend at Geneva*
Other characters in Jsms's story include Daisy's travelling 
companionsi her mother) her brother, Randolph) and their courier, 
Eugenio* In Rom, an AMrioan lady, Mrs* Walker, endeavors to "save" 
Daisy's reputation by interfering between Daisy and Giovanelli* 
Winterbourne1 s mysterious lady friend at Geneva is never actually re­
vealed*
In rewriting Daisy Miller for the stage, Jsms made som radical 
changes in the story, in the number of characters, and in the relation­
ships between certain oharaoters* The main plot-line and the theM are 
the same, and the central figurea are virtually unchanged.® However, 
James gave the play a happy ending* Daisy not only recovers from her 
ilinese, but she and Winterbourne are engaged to be married* The 
author extended the events, and he added two new subplots*
In the play, Winterbourne's mysterious lady friend at Geneva 
materialises in the prominent character of MadaM de Katkoff• Hot only 
does the lady eMrge, but she vies with Daisy for the attention and 
interest of the audience* An added diMnsion is created when the 
courier, Eugenio, blaokmails MadaM de Katkoff* This strong incident, 
in fact, opens the play* This episode, and its oonsequsnoes, consti­
tute one important subplot*
aThe plot of the play may be found in Chapter II of the present 
study, under the section entitled, "The Writing of the Early Plays*"
M
Otter new characters In tte play ara Mlaa Durant and Reverdy—  
tha travailing companions of Mrs* Costello. Tteaa two oharactara add 
a light conic touch to tte proceedings, and tteir romance providaa tte 
otter subplot.
With tte axoaption of Bugenio, tte naturaa of tte various char- 
actars who appaar in both varsions have ranainad unohangad. Janas avan 
tranafarrad tte phyaioal dasoriptions of Daisy and Randolph, word for 
word, into tte play* Howavar, tte author did not re-use Randolph's 
habit of pronouncing hia "r" sounds hard, as in a "har-r-d" lump of 
sugar.? As for Bugenio, in tte play ha la prasentad as positively 
avil, Ttera ara aavaral soanas in which tte courier plots with Oio- 
vanalli to ensnare Daisy's affections— and ter dollar a. ̂  This, to­
gether with his blackmailing activities, enlarges tha role of Bugenio 
to one of major importance.
Missing frcn tte dranatiaed version is Daisy's notter, who is 
never aaan on-stage* (In tte story, Mrs* Millar had bean depicted as 
a tinid wonan, who was incapable of controlling either Daisy or Ran­
dolph, )
Mrs* Walker, tte Aaerican lady in Rone, has bean socially ele­
vated to tte position of wife of tte American consul* However, she is 
less prominent in tte play than she had bean in tte story* Her party
?Henry Janas, Daisy Millar (New Yorkt Dell Publishing Co*,195U), p. 129* ----
^°In tte story, Mrs* Costello sundaes that Bugenio nay be in 
league with Qiovanelli, but ter idea remains without confirmation.
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Is not soon on-stag*, and Mrs* Walker doe* not pursue Daisy and Qio- 
vanelli in her carriage as she did in the story*
Mors is seen of the boy, Randolph, in the play than in the 
narrative version of Daisy Miller* Also, there is a waiter who is more 
proeinent in the drsaatic version* (For son* unknown reason, Janas 
specifically mentions in the lines of the play that the sane waiter is 
both at Vevey and in Roms*** Perhaps the author was trying to econo­
mise on the number of actors necessary for the piece*)
The major movement of the locale, from Switserland to Rome, has 
remained the same* The episodes involving Daisy are basically the 
same, except for the added ending which takes up the entire third aet* 
In this last act, Daisy, who is convalescent, persuades Oiovanelli to 
take her out to see the oaraival. In the press of the crowd, Daisy 
faints, and she is carried back to the hotel, where she recovers in 
the despairing Winterboume1 a arms*
The new characters, Madame de Katkoff, Miss Durant, and Reverdy, 
drift in and out of the scenes* This devioe has enabled the author to 
join sections of dialogue which occurred in the story on separate oc­
casions* In effect, these changes are highly praotioal for staging 
purposes*
A minor addition in the play, but one which might unfavorably 
affect the audience1 s feeling toward Winterboume, is the second act 
dinner invitation scene. Winterboume had aeoepted Daisy's invitation 
to dine with her and with her family, but he changes his mind when
^ldel, Complete Plays of Henry James* p* 163*
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Madam* de Katkoff invites him for supper and a moonlight drive* As a 
consequence, Daisy goes off with Olovanelll on her almost fatal jaunt*
In summary, the important additions which appear in the play in­
clude the intrigues of Eugenioj all of the scenes involving Madame de 
Katkoff j and those in which Miss Durant and Reverdy appear* The third 
act consists of completely new incidents, with a few scattered Unas 
from the story*
Principal omissions include all of the incidents involving 
Daisy's mother, and the actual visit by Daisy and Wlnterbourne to the 
Chtteau de Chillon* This has eliminated some long sections at the end 
of Chapter One, as well as some shorter sections in Chapter Two*
Less important omissions include a number of short scenes in
Rome-some involving Daisy, some about Wlnterbourne, and others showing 
Mrs* Costello and her friends* The story contained hints of the dangers 
of Roman fever long before Daisy became illt thus James partly prepared 
the reader for the story's ending*
The dialogue of the play is, of course, typically Jamesian, and 
it shows the relatively simpler form of his earlier period* In some
sections of the play, the wording is the same as in the storyj in other
scenes, the wording has been altered slightly, or rearranged*
The over-all time element is about the same in the story and in 
the play* The main events of the story take place in decidedly less 
than a year, while the action of the play covers a little over six 
months*
As for the organisation, the main plot has the same general pro­
gression in both versions) in the play, a few minor transpositions of
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dialogue nay be observed, and, as has been noted, Janes added a couple 
of subplots*
Pained
The dramatic version of Daisy Miller has gained two major itenet 
humor— largely created by the new characters of Revardy and Miss Durant j 
and intrigue— between Eugenio and Madame de Katkoff, and also between 
Eugenio and Qiovanelli* Another important addition is the build-up 
which James created for Daisy before her first appearanoe on the stage*
Even though the ending of the play is different from that of the 
story, the final line recalls the feeling of the end of the original. 
After Winterboume has said that thsy will be narried in America, Daisy 
has the final line, "Oh, yeaj you ought to go homel"^ At the end of 
the story, Wlnterbourne indicates that he misjudged Daisy because he 
had been too long away from America*
Lost
Certain elements of Daisy Miller have been lost in the trana- 
ferral from narrative to dramatic form. The ironic ambiguity about 
Daisy's virtue has gonei in the story, there had been room for doubt 
even at tha graveside when Oiovanelll spoke of Daisy's innocence* In 
the play, with its happy ending, and with the added motivation of Wln­
terbourne 's unkindness at the time of the dinner invitation, Daisy 
seems more definitely guiltless.
^Ibid., p* 176.
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Although the story is not told In the first person, the events 
ere seen only from Wlnterbourne1 s point-of-view.^ Thus James left the 
way open for the reader to doubt the aoouraoy of Wlnterbourne1e con­
clusions. (The publication of the story originally led to a furor over 
James's intentions* The author was aeoused of slandering American 
womanhood. James, himself, however, stated that Daisy was "above all 
things innocent."^)
Summary
In comparing James's dramatisation of Daisy Miller with his 
original story, the following items may be suamarised.
I. Stagingi
A. Three settings are required, me for each act.
B. The third act calls for special sound and lighting effects 
to create the illusion that there is a carnival going on in 
the street outside*
II. The handling of the story materiali
A. The main plot has been extended, and two subplots have been 
added.
1* As far as the two central characters are concerned, the 
main plot and its locations are the same, except that
^Tbe point-of-view treatment is quite consistent even though 
James occasionally refers to himself as "I," and even though he some­
times addresses the "reader" directly* of* Henry James, Daisy Miller* 
pp. 169, 178, and 182*
^George Somes Layard* Mrs* Lynn Linton (London! Methuen and 
Co*, 1901), p. 233.
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there Is now a happy ending* There ere some minor trans­
positions of material*
2* The two new subplots revolve around new characters in the 
play.
B* Major additions and omissions Include the followingt
1* The material of the third aot is completely new, except 
for a few scattered lines*
2* The visit to the Chftteau de Chillon by Daisy and Wlnter- 
boume is not seen on-stage*
3* Omitted are all incidents involving Daisy's mother*
C* There are some major changes in the dramatis personae*
1* The two central figures are virtually unchanged*
2* New characters are Madams de Katkoff (developed out of 
Wlnterbourne's rumored lady friend of the story); and 
the conically romantic Reverdy and Miss Durant*
3* Eugenio has been developed into the villain of the piece* 
D* The dialogue is much the same as that of the storyt it is 
characteristic of James's earlier period— that is, it is 
relatively simple and uninvolved*
E* The over-all time element is approximately the same*
III* Gainedi
A* An element of humor has been introduced with the new char­
acters of Reverdy and Miss Durant*
B* Intrigue is created now through the enlarged role of 
Eugenioi he blackmails Madame de Katkoff; and he plots 
with Qiovanelli to capture Daisy's heart— and her fortune*
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IV* Losts
A* The ambiguity concerning Daisy'a virtue has been removed 
from the dramatic version* The happy ending establishes 
her innooence*
B* The realistic, objective presentation of the events in the 
play has canceled the single point-of-view presentation of 
the story*
II. THE AMERICAN
James created a four-act play out of his long novel, The Ameri­
can* In the version of the play which was staged in London in 1891, 
four settings were requiredt the sitting-room in the home of M* Nioche,
in Parisj a salon in the Paris mansion of the de Bellegardesj a large
room in Newman's house in Parisj and the drawing-room at the Chiteau 
de Fleuridres— the de Bellegardes' country home* In the revised ver­
sion of the play, the third and fourth acts both took place in Newman's 
house in Paris The number of locations in the original novel was 
almost uncountable*
The stage effects called for are relatively sisg)le* They are 
limited to controlled sound effects> a doorbell in Act I, and oued music 
to be played by off-stage musicians in Act II* Then, during the last 
act, the effect of deepening dusk must be created with the stage lights*
^See Chapter II of the present study, pp* 1*0-Ul, for an account
of the various versions of the play*
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Ja m s 's novel. The American, is in twenty-six chapters* The 
story opens in 1666* Christopher Newman, s young American, is in the 
Louvre* He observes a pretty, young French woman, Notnde Nioche, copy­
ing one of the paintings, and he arranges to purchase her work when it 
is finished*
Newman runs across an old friend, Tom Tristram, to whom he re­
counts the story of his business successes in San Pranoisoo during the 
last few years*
Newman pays many visits to the Tristrams' Paris home, where he 
meets the widowed Claire de Cintrd, with whom he falls in love* New­
man wishes to marry well* he has been looking for a magnificent woman, 
"the best article in the market*"^
Claire belongs to an old artistocratic family, the de Belle- 
gardes* Her mother is English, and her late father was French* Claire 
has two brothers* Urbain, the elder, who is the present Marquis de 
Bellegardej and Valentin* Valentin and Newman become close friends*
In the MantiM, M* Nioche has been teaching Newman to speak 
French* Newman commissions Nolmie to copy six more paintings while he 
travels about Europe*
After he returns to Paris, Newman sees Claire and Valentin fre­
quently* The American proposes to Claire, and she asks him to wait for 
six months for her answer* The Marquis and old Madame de Bellegarde 
formally acoept Newman as a oandidate for Claire's hand*
l̂ Henry James, The American (New York* Rinehart and Co*, 1959), 
p* 3U* (According to a bibliographical note on p* xv, this is the same 
text as the first edition, Boston* Houghton, Osgood and Co*, 1877* Pre­
sumably, that was the edition which James used when writing the play*)
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One day* Neman and Valentin meet Nodmis at the Louvre, and 
Valentin is much taken with the girl* Soon afterwards* Nodmie leaves 
her father's house and begins a career as a oourtesan*
After the six months have elapsed* Newman proposes again to 
Claire* and she, accepts him* The de Bellegardes give a ball in New­
man* s honor* Present at the ball is a wealthy English oousln of the 
family* Lord Deepmere* who* it turns out* is also after Claire's hand.
Valentin quarrels with a young German over Nodnde* and a duel 
is arranged* The next day* Claire tells Newman that she cannot marry 
him} her mother has commanded her to give him up* In the words of 
Madame de Bellegarde* they "cannot reconcile (hemselved to a com­
mercial person*"*?
Valentin is severely wounded in the duel* and he sends for New­
man* The dying man senses that something has gone wrong between his 
sister and his American friend* When Newman tells him how the family 
has interfered* Valentin says that Newman must avenge himself* He must 
obtain a family secret from Mrs* Bread* the de Bellegardes* housekeeper* 
Newman can use the secret to force the family to give in to his wishes* 
Mrs* Bread gives Newman a note which the late Marquis had written 
on his death-bed* in which he accused his wife of murdering him* Mrs* 
Bread believes that Madame de Bellegarde deliberately poured away her 
husband's medioine* thereby causing his death*
After Valentin is buried* Claire enters a Carmelite convent*
When Newman confronts the de Bellegardes with the note written by the
X7Ibid.* p. 21*7
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late Marquis, they say that the eiok man's mind was disordered* New­
man, at first* thinks he will show the evidence to influential people 
in Paris* hut he changes his mind beeause it seems useless*
Newman travels about restlesslyt in London* he sees Nodmie with 
Lord Deepmerej baok in the United States* he attempts to take up his 
old pursuits* Finally, he returns to Paris, where Claire has taken the 
veil for life* There* standing outside the convent wall, Newman real­
ises that he has lost Claire forever* He bums the evidence against 
the de Bellegardes, and he leaves Paris* never to return*
In making the novel over into a play* James kept the main char­
acters the same* and with the same names* The central love story 
emerges intact* but with a happy ending* However* many of the sur­
rounding circumstances are changed.^ For example* at the beginning of 
the play* No6mie knows both Valentin and Deepnere* and it is Nofmie who 
introduces Newman to Valentin. In the play* Valentin fights his duel 
with Lord Deepmere over Claire* to whom Deepmere feels he has a prior 
claimi Madame de Bellegarde had practically pledged her daughter's hand 
to him* but she seems to have changed her mind in favor of the richer 
American*
Later in the play, Nodmie helps Newman to decorate his new house* 
Madame de Bellegarde deliberately interprets Nodmie1s presence in the 
house as evidence of an Intimate relationship* and she breaks her daugh­
ter's engagement to Newman* Madame de Bellegarde has decided to favor 
Lord Deepmere*s title over Newman's millions*
1AThe complete plot of the play may be found in Chapter II of 
the present study* under the section entitled* "The First Production*"
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However, even while Madam da Bellegarde and her elder son, 
Urbain, are insulting Neman in his own house, Valentin and Lord Deep- 
mere are dueling in the park which surrounds it* In the original ver­
sion of the play, and in the revised vereion which was introduced at 
the fiftieth London performance, Valentin dies, and Claire and Neman 
plan to marry* Thus, for the couple at least, the ending is happy* As 
Jams later rewrote the fourth mot, for performances in the provinces, 
Valentin recovers from his wound, and the ending is even happier*̂ ?
The terrible family secret is basically the same as in the 
novel, with the added element that Claire's first husband had been the 
lover of Madame de Bellegarde* Eventually, Newman gives the evidenoe 
to Urbain in response to Claire's pleading, and, as a reward, she de­
fies her family and marries the Amerioan* Urbain burns the incriminat­
ing note at the end of the play*
v
Many of the novel's characters are missing from the play* Those 
omitted include the Tristramsj Urbain's young wife; and Stanislas Kapp, 
with whom Valentin fought the duel* Also left out are a number of less 
significant characters*
Only one of Valentin's seconds is seen in the playi his name is 
M* de Marignac, and his role is considerably larger than that of bis 
counterpart in the novel. The sister of charity in the play is a new 
character*
^Details and dates of the various versions of the play will be 
found in Chapter II of the present study, as well as a review from The 
World (November 18, 1891) which indicates the contents of the revised 
third act* of* ante, pp. UO-Ul.
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As for the dialogue, It is almost entirely new in the play*
Here and there a phrase from the novel appears! sone times thsse phrases 
are said fay different characters, and sonatinas under quite different 
ciroumstanoes from the original*
Perhaps the most interesting change is in the speeoh of the 
American himself* In the novel, Jamas established the Americanism of 
the protagonist almost entirely through his attitudes, but in the play 
the author has Indicated many of Neuman's pronunciations, and he has 
vulgarised the American' a grammar.20 As a result, the character of 
Neuman seems broadened— in the comedy sense* This effect is heightened 
by his constant repetition, under many different kinds of circumstances, 
of the phrase, "That's just what 1 want to seel" (A minor but pointed 
change in the role of Newman is the fact that in the play he smokes, 
whereas in the novel he specifically did not smoke*)
James gets around the difficulty of the language barrier in the 
play, as he did in the novel, by making the de Bellegardes bilingual*
In the dramatic version, Nodmie is also bilingual! she explains more 
than once that she spent years as a child in England* In addition, 
there conveniently happens to be an English doctor present at the duel* 
As for the time coverage, the main events of the novel occupied 
well over a year and a half, whereas the action of the play is com­
pleted in a little over two months*
*̂fee tails of James's pronunciation aids for the role of Newman 
may be found in Chapter III of the present study, in the section en­
titled, "Dialect Attempts*"
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The novel wee written objectively, and Janea referred to himself 
ae Hetman* a "biographer*"2̂  The author even aaid at one point that he 
was unable to fathom Newman's thoughts*22 This seems to be a most un­
usual approach for an author, but it created the illusion of veracity* 
and of the actual existence of the oharaoter*
Summary
In comparing James's dramatisation of The American with his 
original novel, the following items may be summarised*
I* Stagingt
A* In the original London version, four settings were required, 
one for each act* Later the number of sets was reduced to 
three*
8* The play calls for controlled sound effects! a doorbell in 
Act I, and cued music in Act II* The lights must oonvey 
the effect of gathering dusk in Act IV*
II* The handling of the story material!
A* The central love story emerges intact, but with a happy end­
ing* Many of the surrounding circumstances are changed*
B* Important new scenes include essentially the whole of the 
first act! the soenes showing NofaLs*s friendship with 
Valentin and Deepmere} and the introduction of Newman to 
Valentin* Also new is the visit by the Bellegardes to New­
man1 ■ house, and the ensuing insult to Newman} Deepmere's
21Jamee, The American, p* 162* 22Ibid*, p* 16U*
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claim to Claire's hand; the added licentious element in the 
family'a secret} and the surrender of the incriminating evi­
dence by Newman to Urbain, who subsequently burns it*
C* The reason for the duel is changed, and it is between Valen­
tin and Deepmere in the play— Instead of between Valentin 
and a stranger*
D. The main characters are in essence the same, and they have 
the same names* The character of Newman is comically 
broadened, and indications of his pronunciations are pro­
vided* His grammar has been vulgarised*
E* Omitted are many of the novel's lesser characters, and its 
countless settings*
F* Almost all of the dialogue is new in the play* A few phrases 
from the book appear— often in the mouths of different char­
acters and under new circumstances*
0* The over-all time has been reduced from a year and a half to 
only two months*
III* Painedi
A* A little humor has been injected into the part of Newman*
B* James uses soliloquies as a method of showing Nodmie's cal­
culating inner nature*
IV* Losti
A* Much of the subtlety of Newman's character seems to have been 
lost* Gone, too, is Valentin's assessment of Newman's sooial 
blindness*
199
B. Papa Niooha haa beooms a rather amusing old sooundrel in tha 
play, and tha pathatie element in his oharaotar haa baan 
eliminated.
III. TPttHTS
Tenants was tha only play which Janes wrote that was based on 
another author's work. In 189U, Tenants was published in Janes's first 
volume of Theatricals, and the author stated in a prefatory note,
Tha situation presented in the first act of tha first piece was 
directly, though long since, suggested by a short tala of tha lata 
C oraundant Henri Rivltre, a tala published some five-and-twenty 
years ago ... in a single number of La Revue das Deux Mondea.
Tha motion of the play, which is a free translation of tha subjeot 
of tha story, greatly deviates, it must be admitted, from the 
original, though remaining distinctly indebted to it again for an 
incident in tha third aet.23
Janes was rathar fond of tracing his literary origins, but he 
did not spaoify which of Rivilre'a stories gave rise to T e n a n t s . 21* 
However, Leon Edal has indicated that the original was "Flavian," pub­
lished in La Revue dee Deux Mondes'. on November 1, 1871i.2£ The writer 
of the present study seoured a copy of the original and made a trans­
lation— on which the following observations are based.2̂
23Henry James, Theatricalst Two Comedies (New forks Harper and 
Brothers, l&9u), p. vi.
2bjanes had been in the habit of reading La Revue des Deux Monies 
as early as i860, while still in his teens. (cfT”F. ¥. Dupes, Renry 
James ( D*ew Tory * William Sloans Associates, 1951), P* 1*0.)
2*idel, Complete Ploys of Henry James, p. 257.
2̂ Henri Rivilre, "Flavian," Revue des Deux Mondes, VI (Novem­
ber 1, 1871*), 35-80. -----------------
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Tenants is not a dramatisation. In faot, the play la ao far re­
moved froa tha original that it can aoarcely ba oallad an adaptation. 
Janaa owed no nora to tha atory than what ha indicated in hia prefatory 
notes tha baaio aituation praaantad in the first act, and a quarrel in 
tha third act which grew out of that baaio aituation. Evan at that, 
Janaa eliminated aone of tha oirounatanoaa of tha initial eventa.
"Flavian* is divided into six chapters. Tha opening aituation 
of tha story concerns General d*Herbal, whose brother had died and left 
to hia eare a beautiful eighteen-year-old daughter, Monie— an heiress. 
Tha retired General, now a widower, lives at Tourelles with hia foraer 
aide and servant, Spandau.
The General has a son, Emanuel, whan he rarely sees. Emmanuel 
cones hone on leave from Arabia, and he and Monie fall in love and 
wish to marry. The General objects for two reasonst Mania is too 
young; and she is an heiress, while his son has nothing. The couple 
agree to wait for three years, until Monie cones of age.
After Emmanuel returns to his regiment, the General la remorse- 
ful, for ha realises that he was jealous of the young girl's affeotions.
On a business trip to Faria, General d*Herbal unexpectedly en­
counters the Countess Sampara, with whom he had been on intimate terms 
some twenty years earlier, in Italy. Now the Countess is a widow, and 
she has a grown son, Flavian. The Countess intimates that Flavian is 
the son of the General. The General proposes that they should marry.
Wien the General arrives home with his new wife, his ward is 
happy to have a companion, but old Spandau mistrusts the new state of 
things.
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Flavian, who has been travailing, arrivaa at Tourelles, scoops- 
niad by hia tutor, the Chevalier, Oriotti. Flavian falla in love with 
Llonie, but aha doea not return hia feeling* Tha Counteaa, who com­
pletely dominates the General with her aeduotiveneaa, acoustoms bin to 
tha idea that a marriage between Flavian and Llonie would be highly 
auitable*
Llonie feela herself menaoed* Once, during a thunder atorm, 
Flavian seises the girl feverishly* Then, one night, Llonie drinks a 
eup of tea which tastes stranget she fears that aha haa been drugged, 
and aha bolts her bedroom door* As she falls asleep, aha hears voices, 
and someone attempts to open her door* Llonie writes to Emmanuel and 
begs him to return at ones*
A few days later, Emmanuel arrives at the ehitesu* He begs the 
General to allow him to marry his oousin immediately* When the General 
refuses his request, Emmanuel states that Llonie is no longer safe in 
his father's house, because of Flavian's hypocrisy and violence* 
Emmanuel calls Flavian into the room, and they quarrel* When Flavien 
declines to accept a challenge to a duel, Emmanuel raises his hand to 
strike him, but the General intervenes*
Emmanuel says that he will appeal to the law to take Llonie sway 
from the General's guardianship* The General is furious, and he dis­
owns his son.
Flavien, overcome with jealousy, and ashamed of his cowardice, 
persuades the Chevalier to give him a lesson in fencing* However, the 
youth discovers that he is afraid of swords*
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In a strings change of heart, Flavien warn* Llonie of a plot 
against her* Feeling that he oannot trust himself, Flavien urges the 
girl to take refuge in a convent*
Suspecting what the youth has done, the tutor attempts to re­
gain oontrol over Flavien by making certain revelations to him* The 
Chevalier says that Flavien has been deoeivedt he has no fortune* 
Flavian's mother and he have been counting on a marriage between the 
youth and the rich Llonie* The Chevalier includes himself, he says, 
because he is really Flavian's father* Flavien is appalled to think 
that the man who has taught him nothing but evil could be his father* 
Llonie arranges to run away with Immanuel* As their carriage 
approaches a crossroads, they are overtaken by the Chevalier on horse­
back* The two men quarrel, and, as they start to duel, Flavien and 
Spandau come running up.
The Chevalier wounds Emmanuel, and Flavien intervenes— taking 
Emmanuel's sword as he does so* When the Chevalier tells Flavien to 
defend himself, the youth realises that the Chevalier is not really 
his father* More or less by accident, the Chevalier is killedj and 
the three young people return to the chiteau.
Llonie and the wounded Emmanuel tell the General about Flavian's 
brave conduct* The father says that God's ways are impenetrable, and 
he no longer opposes their union* The General adopts Flavien, and 
Emmanuel departs for Africa with his bride*
In writing his play, Tenants* James transferred the setting to 
England, and he made the characters British— instead of French and
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Italian.All of the events on-stage occur In the spacious hall of a 
manor house in Devonshire, the central characters, and their relation­
ships, correspond to those in the story. Oeneral d1 Herbal has become 
Sir Frederick Byng) his son is Norman} and his ward— no longer a 
niece— is Mildred Stanmore. Sir Frederick's ex-paramour is Mrs. Vibert) 
and her son is Claude (corresponding to Flavien). The tutor is Captain 
Lurcher. There is a man-servant. Frost, but he does not replace Span- 
dau— who has been eliminated.
Miss Dyer, a paid companion to Mildred, is a new oharacter in 
the play. She provides a whimsically comic touoh.
The family tradition is now one of oivil service in India, 
rather than military service* As the play opens, Norman is home on 
leave, and he and Mildred are in love. Sir Frederick objects to their 
union for the same two reasons as those in the story* the girl is too 
young; and she is an heiress, while Norman has nothing. However, James 
has eliminated the element of jealousy on the father's part*
James had to invent a new motivation for the appearance of Mrs. 
Vibert on the scene* Sir Frederick has decided to let an old lodge on 
his estate, and Mrs* Vibert applies to become his tenant.
In the play, there is no doubt as to the paternity of Mrs.
Vibert*s son, Claude* The boy is ignorant of the facts, but they are 
known to his tutor, and Captain Lurcher uses his knowledge as a black­
mail device to control the mother* Another new element is the tutor's
^The complete plot of the play may be found in Chapter II of 
the present study, in the section entitled, "Four Published Plays•M
201*
friendship with Mrs* Vibert1 s lets husbendi Lurcher had been Intent on 
avenging his wronged friend,2®
As for the two young men* their age relationship is the same as
in the storyi Norman, the legitimate son* is the elder* The half
brothers do not meet before Norman returns to India*
As in the story* Claude makes overtures to Mildred* but the 
desploable aspects of his behavior have been removed* The girl still 
says that he is urged on by others* but there are no planned attaoks* 
and Mildred is not drugged— as Llonie was*
In the play* Mildred's primary reason for cabling Norman to come 
home is the Impending marriage of Sir Trederiok and Mrs* Vibert*
Claude's advances are secondary*
The incident in the third act which James owed to the original
story* and which he mentioned in the prefaoe to the play* is a quarrel
between Norman and his father— which, in both instances* is followed by 
a quarrel between the half brothers* In the story* Emmanuel (Norman) 
raises his hand to strike the oowardly Flavien (Claude)* and the General 
intervenes physically,2? In the play* it is Claude who is about to 
strike Norman* when the mother intervenes with the line*
MRS* VIBERT* Dont strike him— he' s your brother 
(In the story, the relationship was never dearly revealed to Flavien*)
2®The aituation is interestingly parallel to that which James 
invented for Eugenio in the dramatic version of Daisy Miller*
2%tivilre* 0£* cit*> p* 59*
3°ldel, Complete Plays of Henry James* p* 292*
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The events of tha story covered a period of over a year, but the 
action of the play is reduoed to four months •
There is no sign of the original dialogue in Janes's play. As 
for the events of the story, they have all been omitted— with the ex­
ception of the basic opening situation, and the inevitable later quar­
rel between the half brothers.
Summary
In comparing Janes's play, Tenants, with Rivilre's story, 
’Flavien," the following items nay be summarised.
I, Staging!
A« The play is in three acts, and it requires only one setting! 
the hall of Beeohlnghan Manor,
B, No special stage effects are needed. In the second act,
James suggests that a biasing fire, evergreen decorations, 
and a wintry landscape— seen through the wind ow— should 
suggest the Chriatnas season,
II, Janes's handling of Rivihro'e story naterialt
A, James has used nothing from the story except the basio situ­
ation at the beginning of the play, and the family quarrel 
in Act III.
B, The main characters and their relationships are the sane as 
in the story, although their names and nationalities have 
been altered, Spandau has been eliminated, while Miss Dyer 
and Frost have been added to the oast.
C, No dialogue has been used from the story.
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D. The over-all time haa bean shortened from one year to four 
months In the play*
III. Painedi
A certain amount of humor haa been added— mostly through the 
character of Miss Dyer.
IT. Lost*
Certain melodramatic elements of the story were not used in the 
playt for example, the father's Jealousy, the drugging of the girl, the 
tutor's lie about Flavian's paternity, the fencing lesson, and the duel* 
Actually, all of the events except the opening situation, and the family 
quarrel, have been disregarded.
IT. DISENQAGED
Disengaged was published with Tenants* in James's first volume 
of Theatricals* in 189U. In a prefatory note to that publication,
James stated that the plays had each been written for a particular com­
pany and with "presumable* interpreters in mind* The author limited 
his explanation of the origin of Disengaged to the statement, "The idea 
on which Disengaged mainly reposes was supplied to the author by a 
little story of his own. "31 The story to vhioh James referred was The 
Solution.3̂
^Henry James, Theatricalsi Two Comedies (New York* Harper and 
Brothers, l&9u), p* vi.
32"The Solution" first appeared in the New Review* December, 
1889-February, 1890. It appeared in book form for the first time in 
The Lesson of the Master (London and New York, Macmillan and Co.,
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The Solution is divided into four stotlons plus an introductory 
paragraph. As tha story opens, tha author proposes to recount a his­
tory which had been told to hia by an old Englishman. The aain story 
is then told in the first person by the unnamed gentleman, who had been 
a secretary in the British legation in Rone in his youth* The narrator 
had been twenty-three at the time. He had had a number of friends, who 
worked in one or another of the foreign legations. Among them were an 
American, Henry Wilaerding, and a Frenchman, Guy de Montaut. This 
group of young men were constantly in the home of Mrs. Goldie, an 
English matron who was then dominant in Roman society. Mrs. Goldie 
had three unattractive daughters of marriageable aget Roeina, Veronica, 
and Augusta. One summer day the Goldies gave a picnic tea on Monte 
Cavo, near their summer home at Frascati. Present in the party were 
the narrator, Wilmerdlng, and Guy, as well as an attractive widow, Mrs. 
Rushbrook. (The narrator had hopes that one day Mrs. Rushbrook would 
marry him.) When the company was ready to leave, Veronica and Wilmer- 
ding were missing. Everybody waited with slight embarrassment, and 
after a quarter of an hour the couple turned up.
Guy dared the narrator to tell Wilmerdlng that he had compro­
mised Veronica, and that he should marry her. The narrator took up the 
bet, and, a few days later, he needled Wilmerdlng about his casualness 
in the affair. Late that same night, Wilmerdlng paid a visit to the
1892). (See Edel and Laurence, A Bibliography of Henry James [London! 
Rupert Hart-Gavie, 1957], p. 88,“and p. 32b.;
The text of the first edition in book form is reprinted in The 
Complete Tales of Henry James 1 edited by Leon Edel (Philadelphia! 77"B. 
lippincoti Co.,”1963), VII, 351-1*07. This text was used as the basis 
for comparison in the present study.
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narrator, and ha questioned hia earnestly concerning European aanners 
of conduct in such situations. The eery next day, Wilmerding went baok 
to Frascati, whore ho inaediately beoame engaged to the girl*
Consoience-strlcken over the joke which he had played on bis 
friend, the narrator sought advice from Mrs* Rushbrook. Her first 
suggestion was that the narrator should marry Veronica himselft she 
also said that he should tell Mrs* Goldie what had really happened*
The next day, the narrator visited Mrs* Goldie* At first she 
seemed not to understand his story, and then she beoame angry and asked 
him to leave*
The narrator had arranged to meet Mrs* Rushbrook afterwards at 
the Villa Mondragone, a tourist spot, and he found her there strolling 
about in the company of Wilmerding and Veronica* Later, Mrs* Rushbrook 
asked the narrator all kinds of questions concerning Wilmerdlng.
One day, the narrator received word from Wilmerding that he was 
leaving for a couple of months to travel, and when he went to say fare­
well to his friend, Wilmerding told him that the engagement was off* 
Veronica had backed out.
Mrs* Rushbrook later revealed that she had gone to Veronica, but 
she would not tell the narrator what had passed between them. However, 
the narrator felt that there was some connection between this visit and 
a sudden windfall of money which the Goldies had received* He suspected 
that Wilmerding had been able to buy his way out of the situation*
The Goldies left Roms to travel with their new money* Veronica 
never got married, but the other two girls eventually did*
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Lass than two years after hie break with Veronica, Wilmerding 
narried Mrs* Rushbrook— auoh to the chagrin of the narrator, who newer 
learned how she had maneuvered everything*
The story ends with the narrator's reflection that he had 
brought the whole thing on himself* Mrs* Rushbrook had fallen in love 
with the idea of Wilmerding1s chivalry and his sense of honor, which, 
but for the joke that had been played on him, would never have been 
made evident*
In making over his story into a three-act play, James kept al­
most nothing of the original except the basic idea that a young man 
could be persuaded by his friends into believing that he had compro­
mised a girl, and that he would then allow himself to become engaged 
to her* Second, James kept his idea that an attractive widow should 
extricate the victim of the joke, and that she should marry him her­
self*^
The locale of the story is changed in the play to England, and 
the action takes place in three settingsi outside a keeper1s lodge on 
the Briskets' estate, near the ruins of an abbey} the hall at Brisket 
Place} and Mrs* Jasper's London drawing-room*
The compromising disappearance of the oouple still takss place 
at a picnic teat now the young people take an unconscionably long tims 
to inspect the ruins of an abbey nearby*
The oharaoters are all Inglish in the play* There is a corre­
spondence between the principal characters in the two versions, but
^The plot of ths play is sketched in Chapter II of the present 
study, under the section entitled, "Pour Published Plays*"
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their relative importance is ohanged somewhat* The principal oharacter 
in the play is Mrs* Jasper* who takes the place of Mrs* Rushbrook*
(Mrs* Jasper is the role which was intended for Ada Rehan*)^ The vic­
tim of the Joke is now Captain Prime* The narrator becomes Charles 
Coverley* and his fellow-conspirator is Percy Trafford• The girl in 
the play is Blandina* and her domineering mother is Mrs* Vigmore• The 
girl's two sisters* and the American Minister (Wilmerdlng1s chief)* 
have been eliminated*
Two important characters are added in the play* They are Sir 
Montagu Brisket* and his wife* Lady Brisket* Their mutual suspicions 
provide a major secondary plot* and as a result of those suspicions all 
of the characters go to London for the third act* The situation is 
farcical* for each person is keeping an eye on someone else* All of 
the men adore Mrs* Jasper* including Sir Montagu* Tired of Lady 
Brisket's suspicions* Mrs* Jasper goes back to Londont she is followed 
by Sir Montagu* who is in turn followed by his wife* In the meantime* 
Captain Prime has gone to Mrs* Jasper to seek her help in getting out 
of his engagement to Blandina* Sir Montagu suspects his wife with 
Trafford* Trafford ends up by being engaged to Blandina in place of 
Captain Prime* Prime* like his counterpart Wilmerdlng in the story* 
becomes engaged to Mrs* Jasper*
All of the farcical elements are completely new to the play*
Act III includes the time-worn device of hiding one oharacter in an
^Augustin Daly was at one time thinking of producing Disen­
gaged (Mrs* Jasper) with Miss Rehan as the star* Details of the pro­
posed production may be found in Chapter II of the present study 
(pp. 58-60).
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off-stage room, while various violtors coma and go on-stage. It la all 
vary confusing, and an audlanea, no doubt, would be hard put to It to 
say who was in love with whom*
Other than the basic idea, than, everything in the plot of the 
play is new* is for the dialogue, it is entirely new in the dramatised 
version, except for the retention of a word or two here and there*-* 
mot juste*35
The events of the story, The Solution* covered a period of two 
years— this omits the introductory section, and the epilogue* However, 
the time lapse was only three weeks until the breaking of the engage­
ment* In the play, the total time is a week or least the events begin 
with the compromising situation, and they end with the breaking of the 
engagement, and the immediate forming of two new engagements*
Summary
In comparing James's play, Disengaged* with his story, The 
Solution* the following items may be summarised*
I* Staging!
A* The play is in three acts, and it requires three fairly 
elaborate settings*
B* Special lighting effeots are called for in lot I* The scene 
is an exterior, and dusk must fall, moonlight must begin, and
^Reference is here intended to such little phrases as a de­
scription of Captain Prime (Wilmerdlng) as a "knight of romance," and 
as a "preux chevalier*" and a statement to the effect that he had "ex­
cited expectations*■ of*, Bdel, Complete Plays of Henry James* pp. 322, 
321, and 315j end Idel, Complete Tales of Henry Jaî s* VII, 303. U01, 
and 375*
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the lights within the lodge house oust be turned on. Sound 
effects ere United to the slam of a front door "downstairs” 
in Act III.
II. Janes1s handling of the story material!
A. Janes has kept almost nothing of the original except the 
basie idea,
B. The locale is ohanged from Rome to England.
C. The newly-named main characters correspond to those in the 
story, but their relative importance is different. They are 
all English now.
D. An important new seoondary plot revolves around two new 
oharacterst Sir Montagu Brisket and Lady Brisket.
E. Omitted are the two sisters of the compromised girl, as well 
as a few minor characters in the story.
P. The dialogue is entirely new in the play, with the exception 
of a mere word or two.
Q. The over-all time is shortened from two years to one week.
III. Gainedi
A great deal of humor has been Injected into the playt this in­
cludes wit, a certain amount of amusing business, and many faroioal 
elements.
IV. Lostf
A. The introduction and the epilogue of the story have simply 
been omitted from the play.
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B. The events of the story were told in retrospect, and they 
were eeen from the single point of view of the narrator*
The play is an objective presentation of a series of events*
T. 3UMMBRS0FT— "COVERING RO”— THE HIQH BID#
In 1895* Janes wrote a one-act play, Sumnersoft* for Ellen 
Terry, but she never produced it*37 Three years later, the author con­
verted the play into a long story by adding "such indications as night 
be the equivalent of decent acting • • • •"# The story, "Covering 
End," was published in 1898.^ Finally, in 1907, Janes reconverted 
the story into a play, this tins in three acts and with a new title,
The High Bid* The long play version was produced by Johnston Forbes- 
Robertson in Scotland in 1906, and in London in 1909*^
Janes regarded the story as an improvement over the first play* 
Before the publication of the story, James wrote to his friend,
#The name of the house in the early play was Sumners oft; in the 
story it was 0hanged to Covering End) and in the later play it is re­
ferred to simply as Covering* The title of the later play, The High Bid* 
refers to Mrs* Qraoedew's bid for the house*
^Hatthieasen and Murdook, og. oit*, pp* I81*-l8f>.
#Ibid«, p* 186.
^■Covering End" was published as a companion pleoe to "The Turn 
of the Screw," under the over-all book title, The Two Magics* The first 
edition was issued by William Helncnann of London in ld̂ o* (Sdel and 
Laurence, A Bibliography of Henry Janes, pp* 113-lUu)
f̂eetails of the production, and the critics' reactions, nay be 
found in Chapter II of the present study, under the section entitled, 
"More Flays and Productions*" In that sane place nay be found a de­
scription of the writing progress of all of the versions*
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Elisabeth Robins, "My re-writing of the dialogue has so bettered it."^
In a later letter, Janes wrote of the wain oharacter, Mrs* Qracedev,
in the light of the "story* • , « there is such wore to be got out 
of her and put into her; and indeed that tale constitutes for her 
rather a unique and rich prompt-book. I*2
A olose examination of the three versions of this work reveals 
that there is a closer relationship between the story and the later 
play than there is between the story and the earlier playt to be spe­
cific, there are almost three times as many identical speeches in the 
story and in The High Bid, as there are in the story and in the earlier 
Sumraeraoft. This fact bears out James's opinion, mentioned above, that 
the dialogue was better in the story than in the early play. However, 
there are enough reversions in the later play to the wording of the 
earlier play to make it clear that James used both Suwmersoft and 
"Covering End" when he created The High Bid,
When all three versions are compared, it may be seen that there 
are no changes in the plot, in the setting, or in the oharaoterisa- 
tions,^ The character of Hr, Prodmore is more fully drawn in the last 
two versions* There is one additional character in The High Bidt Cora's 
young man is seen briefly on-stage, whereas he was only mentioned in the
^Elisabeth Robins, Theatre and Friendship (London* Jonathan 
Cape, 1932), p, 210,
^Ibid., p. 213,
^The common plot is outlined in Chapter II of the present study, 
under the section entitled, "More Plays and Productions,"
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two earlier versions*^ The characters always have the sane names, 
with the exception of Cora's young nan, who is called Mr* Buddie in 
Sunmersoft, and Mr* Hall Fegg in the story and in the later play* The 
nationality of the second group of tourists is changed successively 
from English, to Osman, and finally to American.
Interestingly enough, there are wore exanplea of speeches which 
differ to some extent in all three versions, than there are of speeches 
wfaioh have undergone only one alteration— from the 1895 play to the 
1898 story* There is much new dialogue in the story which does not 
appear in either of the plays* (However, the progress of events is 
always the sane— with the exception of the added short soene between 
Cora and her young nan in The High Bid*) There is comparatively little 
actual new material in the later play, but the number of trivial 
changes is countless*̂ >
Perhaps it would be well to remember that James's secretary has 
indicated that, for James, to re-read meant to re-write*^ If the
^Cora's young man has acoompanied her from the railway station, 
and Cora persuades him to hide in the garden and wait for her* After 
this, Cora leavest she returns later and pretends that she has only just
arrived* The events then follow the sane course as in the other ver­
sions*
^Some of the trivial ohanges which may be observed in the three 
versions amount to no more than an added, "Oh," ’•Well," "and,* or "but." 
Other ohanges seem to have been made for no evident reasons the train
times have been altered successively from the 2tU0, to the 2t20, to the
2|05 from Paddington* The ohanges in Chi vers' description of the hall 
seem arbitrary! the "old 'lstorieal, feudal 'all" in fhimmsrsoft* becomes 
the "grand old feudal, baronial 'all" in the story, and irlnaily the 
"grand old 'istorio, baronial 'all" in the later play* The number of 
similar minor ohanges is uncountable* James even tinkered with the 
closing speeches in each successive version*
^Theodora Bosanquet, Henry James at Work (Londons Hogarth Press, 
1921*), p. 17. ---
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three versions are read chronologic ally, a distinct growth in the com­
plexity of the sentence structure may be observed* A single example 
will serve to show the type of change to which reference is here in­
tended*
Mrs* Qraoedev has Just deolared that aha knows everything about 
Prodmore1 s interest in the property* In Summersoft* Prodmore's only 
response is,
PRODMORE* Then you wust know it has just oeased to exist***?
In "Covering End," James makes Prodmore respond,
"Excuse me, mad ami"— he himself was now more reserved* "You 
don't know everything if you don't̂ cnow that my interest—  
considerable as it might well have struck you— has just oeased 
to exist*"**)
In The High Bid* his reply has beooms,
PRODMORE* Pardon me, Madaml (Explaining*) You don't know 
"everything" if you don't know that my Interest— (pompous) consid­
erable as it might well have struck you— has just oeased to— the 
least bit invidiously perhaps— predominate I *9
The over-all time element is the same in all three versions*
The action is continuous, and it taken place during a stumer afternoon* 
In converting Sunmersoft into a long story, James divided it into eight 
chapters at plaoes where scene divisions, in the sense of the Frenoh 
schns* would come* Later, when the story, "Covering End," was recon­
verted to dramatic form, James used these same natural divialone of his 
story for the lowering of the not curtain* Thus the break between
^Edel, Complete Plays of Henry James* p* 5U2*
**®Henry James, The Two Magiosi The Turn of the Serevi Covering 
End (New Yorkt The Macmillan Co*, 0X898” KSpHnrrai 77?: 357.
Complete Plays of Henry James* p* 593*
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Chapters Three and Four beoams the intermission between Aota I and XI 
of The High Bid, and the break between Chapters Six and Seven became 
the intermission between Acts II and III,
The two plays were written thirteen years apart* One of the out­
standing differenoes between thee is the increased complexity of the 
sentence structure in the later play* Not only are the lines longer, 
but the stage directions are similarly stretched out* It would be a 
mistake to conclude simply that James was endeavoring to lengthen the 
play, for there are a number of conversational exchanges in the story 
whioh are not utilised in The High Bid* It is of greater Importance 
to remember that at this time of his life James's writing had become 
more complex and Involuted* This was the same period, 1907*1909, when 
James was revising his novels and stories for the definitive New York 
edition*̂ 0
Summary
In comparing James's two plays, Sunmersoft and The High Bid* 
with his story, "Covering Bnd," the following items may be summarised*
I* Staging of Sunmersoft and of The High Bidt
A* Both the one-act Summersoft* and the three-act The High Bid* 
require a single setting*
B. No speolal lighting effects are called for, and the sound 
effects are limited to the bell of the house-doar*
£°Bosenquet, og* oit*, pp* 12-13*
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II* The relationships between Janes's one-act play, Suggsrsoft; his 
story* "Covering Bad*1) end hie three-act play* The High Bid*
A* The plot la exactly the auto in all three versions*
8* One short scene is added in The High Bid* when Cora1a young 
nan is seen briefly on-stage*
C* The main characters are always the same* However* Prodmore's 
oharacter is more fully developed in the two later versions; 
the name of Cora's young man is changed from Mr* Buddie in 
Summersoft* to Mr* Hall Pegg in the two later versions; and 
the second group of tourists is of a different nationality 
in eaoh version*
D* The dialogue becomes progressively extended and more complex 
with eaoh re-writing of the material* However* in this re­
spect* there is a closer relationship between the story and 
the later play* than between the story and the earlier play* 
E* The over-all time element is always the samet the events 
take place continuously in a single afternoon*
P* When James converted the one-aot* Summersoft* into a story* 
he divided it into eight ohapters. In the final three-act 
version* the intermissions correspond to the breaks between 
Chapters Three and Four* and between Chapters Six and Seven 
of the story*
III* Gained and lostt
A* Cora's young man is msntioned in all three versions* but be 
only materialises in The High Bid.
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B. There ere some conversational exchangee in the story which 
occur in neither of the play versions*
C. There are no appreciable differences in either the wit or 
the humor in any of the versions*
VI. THE SALOON
The Saloon wee a one-act play which Janes crested out of his 
short story, Owen Wingravs.^ The play requires a single settings the 
saloon in the country hone of Sir Philip Wlngrare, K* C* B* The roon 
is a conbination sitting-roon and living-roon, and it is two storeys 
high* It is necessary that there be a dear window high up, in what 
used to be the second storey, for the ghostly effects which Janes 
called for late in the play*
The title of the original story refers to Owen Wlngrare, the 
young nan around whon the events are centered* The story is divided 
into four sections* Written in the third person, the events are never­
theless seen from the single point of view of Spencer Coyle, a pro­
fessional arwy coach* Coyle prepares young nen for entry into 
Sandhurst— the great English military college* The coach hand-picks 
the young nen who study under him* As the story opens, Coyle, in his
S^Owen Vingrave" was first published in the Christmas number of the graphic* 1892* The story reoeived its first book publication in The Private Life (London* Janes R* Osgood, Hollvalne and Co*, 1893)* T5ee Idel and Laurence. A Biblioaranfay of Henry Jsaws. do. 93-9U. and 327.) ---------------- -----
The text of the first edition in book form is reprinted in 
Idel's Complete Tales of Henry Janes* IX, 13-51* This text was used 
as the basis for comparison in the present study*
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London hone* la having a serious talk with hla favorite pupil, Owen 
Vingrave* Owen has decided that he does not wish to devote his Ufe 
to the army, after all.
Following the Interview, Owen takes a stroll in nearby Kensing­
ton Gardens, where he relaxes with Goethe— a elear indication of his 
scholastic leanings* Coyle, meanwhile, asks young Leehmere, Owen's 
intimate friend, to urge Owen to change his mind*
Owen Vingrave is a member of a military family* An orphan, Owen 
lives at Paramore, his grandfather's country home* Besides his grand­
father, old Sir Philip Vingrave, there live in the house his aunt, Miss 
Jane Vingrave\ a dependent friend of the family, Mrs* Julian; and her 
eighteen-year-old daughter, Kate Julian.
Owen's aunt is staying in London at this particular time, and 
Coyle pays her a visit on the same day as his interview with Owen*
Miss Vingrave is astounded at the news* She asks Coyle to let the 
young man come home to Paramore for a few days, so that they can 
straighten him out*
Less than a week later, Miss Vingrave invites Coyle and his wife, 
as well as young Leehmere, down to Paramore for the week end. Vhen they 
arrive, they find Owen looking pale and worn out, but he has not ohanged 
his mind*
Owen confides to Coyle that both his grandfather and his aunt 
have disinherited him. He says that the house seems full of strange 
voices, and the very portraits seem to glare at him from the walls*
On Saturday night, while they are dressing for dinner, Coyle tells 
his wife of the Vingrave family legend* Owen's great-great-grandfather
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had struck one of his children, end the boy hed died ee e result! the 
morning after the funeral, Colonel Wingrave had been found dead in the 
White Room where the dead boy had lain* There was no mark on the 
father's body, but he looked as though he had reeled and fallen back­
wards. The ghost of Colonel Wingrare la said to be seen sometimes in 
that same room*
At dinner that night, some other guests are present! the rioar 
and his wife from the neighborhood, and another young man* The Win- 
grave s have obviously agreed to behave as though everything were normal*
After dinner, young Kate Julian tells Coyle that she oonsiders 
Owen's oonduot is not worthy of a gentleman* When the family retires 
for the night, they show a distinct coldness toward the youth* As 
Coyle goes upstairs, he meets Kate coming down again* The girl says 
that she has lost a jewel from a locket, and she wants to look for it*
Coyle does not feel like going to bed, so, after a while, he 
goes to Leohmere's room* leehmere tells him that he had left Kate and 
Owen quarrelling downstairs* Kate had said that Owen would not have 
the courage to spend the night in the haunted room* When Owen replied 
that he had already spent the previous night there, Kate had said that 
she did not believe him* Owen had then retorted that she could look 
him in the White Room tonight if she wished*
Coyle is worried, but he feels that he oannot interfere* He 
returns to his dressing-room, whsre he takes up a book* In the early 
hours of the morning, the dosing Coyle is awakened by the sound of a 
woman screaming* He follows the sound to a distant part of the house, 
and there he finds Kate swooning in the corridor* The door of the
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Whit* Room is open, and Coyle enters to find Owen deed on the floor in 
the very spot where his great-great-grandfether had died.
The closing words of the story are, "He looked like a young 
soldier on a battle-field.”£2 tfhat Janes meant by this description, 
he did not speaify.
In making over his story Into a play, James maintained the sane 
basic theme, and the plot mores in the same over-all direction.How­
ever, some of the contributing details have been altered, and the dia­
logue is almost completely new*
The characters maintain their same names, but they are reduced 
in number. Neither Owen's grandfather nor his aunt are seen on the 
stage, but their presence in the house is felt, and, indeed, it moti­
vates several entrances and exits made by other oharacters. Several 
minor characters have been eliminated t the extra dinner guests, and 
the inevitable servants.
Leehmere's position in the plot is somewhat altered. He is now 
related to Owen's family— a fourth cousin. Leehmere is now older in­
stead of younger than Owen, and he is an ex-pupil of Coyle's. He is 
on leave from Woolwich. Leehmere is now on a footing of teasing fa­
miliarity with Kate, and, as an intimate of the family, he joins Owen 
in telling Coyle about the family legend. On the other hand, Owen's 
deoision not to embrace the military life is new information to
^2Leon Sdel, The Complete Tales of Henry James (Philadelphia!
J. 6. Lippincott Co., 19&li), II, 51.
^̂ The complete plot of the play may be found in Chapter II of 
the present study, under the section entitled, "More Plays and Pro­
ductions.11
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Leehmere. Thus Jams managss much of the exposition of ths play through 
Leehmere*
With the exception of a single speech, Jams appears to hare 
used nothing from ths dialogue of the story in that of the play* Here 
and there a word from the original orops up, but the only line whioh 
reflects what was said in the story is Owen's description of the strange 
▼oioes whioh seem to mutter at him in the old house, and the way that 
the portraits seem to "glower" at him from the walls— especially the 
pioture of the ancestor who perpetrated the dreadful deed whioh gave 
rise to the family ghost legend.5k (The only thing that can be con­
cluded from this, perhaps, is that Jams had the story handy when he 
wrote the play* Obviously, he preferred to create new dialogue rather 
than to paraphrase the old*)
The events of the story covered somewhat less than two weeks*
In the play, the over-all tim is reduced to a single evening, be­
ginning after dinner and extending beyond bed tim* The action of the 
play starts shortly before the climax of the story*
A few points are given greater clarity in the play than they
had in the original story* Coyle is definitely on Owen's side, rather
than simply in sympathy with ths young man* Owen specifically wants a 
literary or a scholarly career, rather than just abhorring the military* 
The horrible legend is practically the cam, but in the play the re­
lationship between killer and killed is that of grandfather and grand­
son, rather than father and sons this provides an ominous parallelism
*̂Sdel, Complete Tales of Henry Jams* IX, 3kt and Sdel, Com­
plete Plays of rienry Jams. pj*“55?I
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between Owen and hie living grandfather* Also, a motivation for the 
slaying is now provided! the boy had refused to fight, and he was con­
sequently beaten to death. With these and other minor touches, James 
heightens the tension in the dramatic version.
Kate's piano playing is an innovation in the play. As the cur­
tain rises she is playing softly on an upright piano on-stage. Later, 
she plays wild music on the "big" piano in another room, off-stage. 
James probably Intended her later playing to heighten the dramatic 
tension.
Importantly new in the play is the presence of Kate in the room 
at the time of Owen's death. Kate says that she saw the ghost a year 
ago, and she oalls Owen a coward. Then, when he taunts the "monster,1' 
she becomes terrified by what she has done, and she begs him to be 
silent.
In the dramatic version, it is in the saloon that the ghost is 
said to walk, rather than in a bedroom. As an added subtlety, however, 
James has speoified that the modern saloon is two storeys high, and 
that the grandfather had died in the upper part, whibh used to be 
another room.
At the climax of the play, James uses lighting effects to 
heighten the dramatic effectiveness of the action. When Kate and Owen 
are finally left alone together, one of the two lamps seems to be burn­
ing low, so Owen turns it out. When Kate leaves, he turns out the re­
maining lamp, and the saloon is lit only by the starlight which comes 
in through the high window. Kate comes baok with a candle, which goes 
out when she drops it. Then, at the height of their verbal contest,
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when whatever It ie that "walks11 supposedly appears, the roan is 
plunged into complete darkness* A shade passes over the window* As 
the din light filters in again, Owen is disoovered mysteriously dead 
on the floor*
Summary
In comparing James's play, The Saloon, with his story, Owen 
Wingrave, the following items may be summarised*
I* Staging*
A* The play is in one aot, and it requires a single interior 
setting*
B* The sound effeots include both on-stage and off-stage piano 
playing* The lighting effeots are fairly elaborate* two 
lamps must be individually extinguished on-stagej starlight 
must filter in at the high window; a complete blackout must 
occur on cue} and the starlight must return once more*
II* James's handling of the story material*
A* James has maintained the same theme* The plot moves in the 
same general direction, but some of the contributing details 
have been altered*
B* All Incidents preceding the night of the catastrophe have 
been eliminated*
C* The characters keep their same names, but their number has 
been reduced* Never seen on-stage are two important char­
acters* Owen's grandfather, and his aunt*
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D. Owen is unquestionably the oentral oharacter in the playj 
while Coyle has been reduced to a secondary role# Leehmere 
is now related to the family, and he is presented as older 
instead of younger than Owen.
E. The dialogue is entirely new in the play, with the exception 
of a single speeeh by Owen*
F. The over-all time element has been reduced from almost two 
weeks to a single evening.
O. The haunted room has been changed from a bedroom to the 
oentral room of the house, the saloon.
H. The most important new item in the play is Kate's presence 
on-stage at the time of Owen's death.
III. Pained>
A. Greater olarity is given to several points in the dramatic 
version. Most Important is the motivation provided for the 
original crime.
B. James has heightened the dramatic tension with devices such 
as wild off-stage piano playing, and special lighting ef­
fects. The strange conflict between Kate and Owen, up to 
the moment of his death, adds to the macabre quality of the 
closing scene.
IV. Losti
The story was written from Spencer Coyle's point of view. This 
has been lost in the objective presentation of the play, and Coyle has 
been reduced to a character of secondary importance.
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VII. THE OTHER HOUSE
Lika Summersoft, James'a play The Other House vent through a 
double conversion of form. In 1893» James sketched out an idea for a 
three-act play for Edward Compton, under the title of The Promise. 
Three years later, James converted the play's scenario into a novel 
oalled The Other House.56 Finally, in 1908, James re-diotated the 
novel as a playscript* he kept the title, The Other House.5? This 
time the play was in a prologue, and three aots.
Apparently no manuscript of the early play is extent.5® How­
ever, anyone reading the novel would suspect that it was originally 
conceived in play form, because it is written scenically. The novel 
is divided into three books, and the aotlon within eaoh book is con­
fined to a single location. In Book First, with the exoeption of the 
opening ohapter which is exposltional, the scene is laid in the hall 
of Tony Bream's house. Book Second opens four years later, and the 
scene is laid in Mrs. Beever's garden. Less than an hour elapses be­
tween the end of Book Second and the beginning of Book Third. The 
action in Book Third is in Mrs. Beever's drawing-room. Although the
^Matthiessen and Murdock, og. cit., pp. 138-lUl.
56The Other House was serialized in the Illustrated London 
News in lb9&, aiuT'it was published in book form, in two volumes, by 
tfiilia* Heinemann of London in the same year. (See Edel and Laurence, 
og. cit.. pp. 105, and 329.)
^Bosanquet, og. cit.. p. 20) and Leon Edel, Henry James* Lea 
Anndea Dramatiques (Faria* Jouve and Co., 1931), pp. 190-197, andTTO.
5®Henry James, The Other House, with an introduction by Leon 
Edel (Norfolk, Connecticut* tfew directions ), p. xi.
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novel is divided into thirty-three chapters, the action within eaoh of 
the three books is continuous.
In making over the novel again into a play, James divided Book
Second into two scenes• Thus the later play is in four divisions! a
prologue, and three acts.
There is no way of knowing what ohanges James made between his 
first notebook jottings,^ and the draft or scenario of the early 
p l a y . There are some important differences between the early note­
book entry and the novel.61 However, between the novel and the later 
play, there are no differences to speak of. The plot is exactly the
same, and so is the over-all time element.̂ 2
A comparison of the novel and the later play reveals three minor 
omissions from the latter* The first, short, exposltional chapter is 
incorporated into the dialogue of the play. The little girl is not
*s977Matthiessen and Murdock, og. cit., pp. 136-11*1.
°̂Two years after the original entry, James made a list in his 
notebook of projected works, which included, "The Promiset the donnAe 
that I sketched (I have it all), as a 3-act play for poor E.C." (fl. C. 
was the actor-manager, Edward Compton.) This entry seems to indicate 
that James did extend his first outline into some kind of scenario. 
(Matthlessen and Murdock, og. cit., p. 233.)
The fact that the early play was completed is further confirmed 
by a letter from James to Auguste Monod, August 2, 1907. Here James 
stated that the early play and the novel were almost identical. (See 
E. F. Benson (ed«), Henry Jamest Letters to A. C. Benson and Auguste 
Monod Qfew York! Charles Scribner's Sons,T9j0j7 p. 107.)
^As James first sketched his plot idea, the child was to have 
been poisoned, but she would reoover. In the novel, and in the later 
play, the little girl is drowned. There are also a couple of other 
differences.
The common plot will be found in Chapter II of the present 
study, under the section entitled, "More Plays and Productions."
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on-stage during scenes between Dennis Vidal and Rose, and between Rose 
and Jean, as she had been in the novel* In the dramatio version, the 
ohlld Is playing in the house during these scenes, and Rose keeps an 
eye on her through the window* At the conclusion of her talk with 
Jean, Rose enters the house, and then she reappears with the ohlld In 
her arms In order to carry her hone to bed— as she had done in the 
novel*
The third item which James omitted from the play was the closing 
scene of the novel* After Rose has finally departed, Paul Is alone In 
the drawing-roomi in the play, Paul sinks down on a chair in utter de­
jection as the curtain falls; In the novel, Tony came back into the 
room, and there followed a short, dosing conversation between the two 
men*^
There are no changes in the settings, or in the characterisa­
tions* The main characters all keep their same names ana relationships* 
Oddly enough, the names of inconsequential characters are changed! the 
butler, Walker, of the novel, is called Black in the play; the unseen 
stepmother of the novel, Mrs* Grantham, is referred to as Mrs* Griffin 
in the play; and Mrs. Beever's unseen guests, the Marshes, of the 
novel, are named the Duggits in the play*6U
63ln the Complete Plays of Henry James* Edel notes that in 
another manuscript of the play,~Tony enters, and then, seeing Paul's 
dejeotion, he steals away as the curtain falls* (Complete Plays, 
pp* 758, and 823*)
61iof., Jams, The Other House* pp* 31, 13, and 63; and Edel, 
Couplete Plays of Henry James* pp* &90, 68U, and 698.
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Thera wee nothing in the novel which could not be staged* Even 
the drowning of the ohlld was an unseen event— off-stage, as it were, 
in the novel*
Considering who the writer was, there are anasingly few ohanges 
in the dialogue between the novel and the later play* Actually, Janes 
shortened the dialogue for the play by means of oontinual pruning* As 
a result, James seems to have copied some of the dialogue blindly with­
out thinking in terms of staging*^
Summary
In comparing James's play, The Other House* with his novel of 
the some title, the following items may be summarised*
I* Stagings
A* The play is in a prologue and three acts, and it requires 
three settings*
B* The staging effeots ore simple. In Act III, a sunset must 
be seen through the French windows, and gradually dusk 
gathers and night falls* The room is lit by two large
În Act III, there is a line which indicates that Manning, the 
parlormaid, had brought the little girl out into the gardens James ap­
parently forgot that he had ohonged things around a little so that it 
had been Oorham, the nurse, who had come out to ask Rose to keep an eye 
on the ohlld* It also might be noted that in the play Rose reads 
through a three-page letter twice— while the audienoe waits* Again, 
this seems to show that James merely copied the novel without visualis­
ing the staging* Similarly, Jean soys that she dismissed tbs footman 
when she saw Tony asleep on the oouoh— but the footman did not come 
onto the stage with her* (cf«, Edel, Complete Plays of Henry James, 
pp* 725, 71*0, 693* and 698j and James, The Other House, pp. *53* 100* 
1*3, and 62.) ------------
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oandles* Sound effeots ere limited to an electric bell In 
the Prologue.
II. James1s handling of the material from his novelt
A. There are no changes in the plot* or in the theme.
B. The settings are the same as the locations In the novel.
C. The type and number of oharaoters is the same. The major 
characters keep their original names* but James changed the 
names of the butler* as well as those of the unseen step­
mother and of the guests who are merely mentioned.
D. The dialogue is almost exactly the same* except that it has 
been shortened for the play.
E. The over-all time is exactly the same in both versions.
III. Gainedt
Perhaps the form of the material seems more natural in the dra­
matic version than in the novel* since James had based the novel on an 
earlier play version. (The earlier play version is no longer extant.)
IV. Losti
A. Three minor items are omitted in the play. The opening ex- 
positional chapter is incorporated into the dialogue} the 
child is not seen on-stage except for one fleeting moment} 
and Tony does not return at the end* so that Paul is alone 
on-stage at the final curtain.
B. The author's presence was felt in the novel because of an 




In his dramatizations, James kept the staging relatively simple, 
as he did in all of his plays* As frequently happens with dramatisa­
tions, James often had to reduce the number of locations to just a few 
settings for practical purposes*
In their original form, three of the seven dramatisations were 
written from a single point of viewt these were "Daisy Miller," "The 
Solution" (Disengaged)* and "Owen Wingrave" (The Saloon). However, the 
dramatizations are all objectively written for realistic presentation 
on the prosoenium stage*
On the whole, two patterns are apparent in James's own drama­
tisations* First, he was very free with his materiali he did not 
regard the events or the characters within the stories as sacred* He 
quite often added or omitted characters; he sometimes changed the names 
and the nationalities of the dramatis personae; and sometimes he al­
tered the relative importance of the characters within a general plot* 
Sometimes he utilised nothing more than the basic situation or theme 
from the original fictional work*
Second, James's belief that happy endings and humor were essen­
tial for theatrical success is palpably obvious in all of the earlier 
dramatisations*^ Notably, and to some Jamesian readers perhaps shock­
ingly, the author gave happy endings to Daisy Miller and to The
^James set forth his belief that happy endings were essential 
for success in the theatre in the prefatory note whioh aooompaniod the 
publication of "The Album" and "The Reprobate" in Theatricals» Second 
Series, in 1895* (Henry James, Theatricalsi Second Series |tew Yorkt 
Harper and Brothers, 189§) , p* *T)
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Amerioan. Seemingly, Janes had abandoned this policy by the turn of 
the century, for he retained the tragic conclusions of "Owen Wingrave” 
(The Saloon), and of The Other House.
As far as the dialogue is concerned, the following observations 
may be made. In the two dramatisations which had originally been con­
ceived in dramatic form, then fictionalised, and finally reconverted 
into plays— namely, The High Bid and The Other House— James stayed 
dose to the original dialogueIn Daisy Miller, much of the origi­
nal dialogue was kept, but James created an entirely new third act, 
and also two new subplots for whioh new dialogue had to be written.
For The American, the dialogue was almost all new. For the three later 
dramatisations, Tenants, Disengaged, and The Saloon, the dialogue, to 
all intents and purposes, was entirely new. These latter three plays 
were not dramatizations in the sense of being transposed or transformed 
material! they were, rather, new creations based on the themes of 
earlier stories.
If two items are kept in mind, it is not surprising that James 
created new dialogue for so many of his dramatizations rather than 
adapting the original dialogue. First, James was such a prolific 
writer that it may be assumed that he wrote quickly. Second, as his 
last secretary stated, for James to re-read meant to re-write.̂ ®
6?in The High Bid, the dialogue became more complex and exten­
sive with eaohre-writing of the material. In the dramatisation of The 
Other House, the dialogue remained almost exactly the same as in the 
novel, exoept that James shortened it by continual pruning.
68Bosanquet, og. cit., p. 17.
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CHAPTER V
PRODUCTIONS OF DRAMATIZATIONS BY OTHBt WRITERS 
IN NEW YORK AND LONDON
As far as can be discovered from the reoords, during the fifty 
years since the death of Henry James, there have been thirteen differ­
ent dramatisations of his works presented on the stage in New York or 
in London. Of these dramatisations, nine have reoeived regular pro­
fessional productions. Three others have been produced either by off- 
Broadway organisations in New York, or by theatre clubs in London. One 
dramatisation which was produced by *n amateur dramatic society in New 
York has also been included (although no reviews for this production 
were available), because the play formed part of a Jamesian double 
bill— of which the other half had been previously produced profession­
ally in London. In addition to the thirteen plays, two operatic works 
have been based on James.
The purpose of the present chapter is to present a digest of 
selected reviews of these plays and operas,1 together with important 
data— such as the date of the opening! the length of the run; and the
*The reviews in Chapter V were assembled from many different 
sources. These included the New York Theatre Critics1 Reviews (used 
for the New York reviews of The Heiress. The Innocents. Portrait of
* Lady* Child of Fortune. Eugenia, and MioKaei kedgrave's The Aspern 
Papers)! and available newspapers, microfilms, and clippings in various 
libraries.
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names of the director, and of the major oaat members* Particular care 
has been taken to include any critical evaluations of the plays as 
dramatisations* The ohapter is in three sectional I* Plays in New 
York) II. Plays in London; and III* Operas Based on James*
Table II, pages 285-267, shows at a glance the name of the play 
and its author; the Jamesian work on which it was based; if and when 
the play was published; the year of the production; and the length of 
the run— when available*
It may be noticed in the table that two of the playwrights have 
dramatized James more than once* Also of interest is the fact that 
certain works by James have been dramatised several times*
A brief biographical sketch of eaoh of the playwrights and com­
posers may be found in Appendix B*
I. PLAYS IN NEW YORK
BERKELEY SQUARE
Berkeley Square, by John L* Balderaton (assisted by J* C. 
Squire), suggested by Henry James's The Sense of the Past, was produced 
by Oilbert Miller and Leslie Howard at the Lyceum Theatre in New York, 
on November ii, 1929* It ran for two hundred and twenty-nine perform-
Oanoea. Starring in the cast were Leslie Howard as Peter Standish,
R̂obert Burns Mantle, The Best Plays and the Yearbook of the 
Drama in Anerioa, 1929-30 (New forks Dodd, Mead and Co., 193077 P* 1*32.
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and Margalo Gillmore aa Helen Pettigrew* The play was staged by Mr* 
Howard*
The critics found Berkeley Square an unusual play with an 
"extraordinary theme • • • [which was] strangely absorbing and singu­
larly touching * * . ."3 xt was greeted as a "wistful and charming 
play,"̂  and as "an adult ghost story.With moments of quiet humor* 
it was a "gracefully poignant drama*The New York World* the news­
paper which Balderston represented in London* comnented* "The play’s 
journeys into the distant past and back again are ingeniously ar­
ranged* . • • [and it often has] more sense of real strangeness than 
one might expect from such a tour de force*"?
Although their reviews were* on the whole* enthusiastic* both 
Brooks Atkinson and John Mason Brown had some reservations about Bal­
derston' o ability as a playwright* Both critics complained about a 
oertain awkwardness in the writing of the scene in which Helen sees 
the future by looking into Peter Standish's eyes* and both critics 
found some scenes slow-moving* Brown said* "Mr* Balderston shows a 
sincerity that is at times greater than his skill."® Further* Brown 
thought that both the writing and the acting lacked the right eight­
eenth century "spark" and "style.
N̂ew York Times* November 5* 1929* (Review by J. Brooks Atkin­
son*)
^New York Telegram* November 5* 1929*
^New York Evening Journal* November 5* 1929* ®Ibid.
?The World New York * November 5* 1929*
®New York Evening Post, November 5* 1929* ^Ibid.
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The New York Times end the World commented on the excellence of 
the direction, end the New York Evening Journel recorded thet the pro­
duction wee "handsomely mounted.1,10
As for the acting, the critics seem to heve been unenimous in 
bestowing the highest possible preise on Leslie Howerd. He acted 
"marvelously,"** end with "intelligence end skill."*̂  He wes "brilli­
antly effective" in e "superbly imaginative piece of acting."*3 John 
Meson Brown thought thet Leslie Howerd carried "both the play and the 
production • • • (with his) finely sensitive" portrayal.*̂
Margalo Gillmore played the role of Helen with "deep insight,"*̂  
end with "a grace end lightness of touch end a sincerity thet (pare) 
enchanting."*̂  John Meson Brown wrote thet Miss Gillmore wes "negative 
end monotonous in her earlier scenes, but truly simple and effecting in 
the separation scene of the lest act."*̂
The cast as a whole wes complimented, with special credits going 
to Valerie Taylor as Kate, for her "fearful earnestness,"*̂  and for her 
"touching and clear-cut performance"}*̂  to Alice John for her dignity
*̂ New York Evening Journal, loc. cit.
^New York Times, loc. cit. *̂ New York Telegram, <loc. cit.
**The World, loc. cit. *̂ New York Evening Post, loc. cit.
^New York Evening Journal, loc. cit.
*̂ New York Times, loc. cit.
*̂ New York Evening Post, loo, cit.
*®New York Times, loc. olt. *?The World, loc. cit.
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in the role of Led/ Annej20 end to Louiae Pruasing for her "charm end 
greciouaneaa" ea the Duoheea of Devonshire.21
On the whole, the critics found Berkeley Square en unusual play 
of beauty and pathos* In the leading role, Leslie Howard was acclaimed 
for his sensitive and intelligent performance.
THE HEIRESS
The Heiress, by Ruth and Augustus Qoetz, suggested by Henry 
James's novel, Washington Square, opened at the Biltmore Theatre in
Hew York on September 29, 19U7.22 The play, produoed toy Fred F*
Finklehoffe, and under the direction of Jed Harris, ran for four hun­
dred and ten performances*^ Starred in the production were Basil 
Rathbone as Dr* Sloper, and Wendy Hiller as Catherine,
Of nine critics in the daily newspapers, five approved strongly
of the play, three mildly favored it, and one complained that he was
bored*
The Heiress was "almost painfully moving,"2̂  said one oritic, 
while another felt that the subtle tone of the play made it difficult
20New York Times, and New York Telegram* loc, cit*
21New York Times, loc, cit*
22The play, with a happy ending, had been tried out during the 
previous season in New England by Producer Oscar Serlin* It was re­
written and recast for the New York Production* (John Chapman bd J , 
Burns Mantle Best Plays of 19U7-19b8, p, 166j and Daily Mirror [New 
Tariff', September 30, I9h77)
23John Chapman (ed«), Burns Mantle Beet Plays of 19U6-19U9
(New York* Dodd, Mead and Co., 19U9), p. U3I*
2̂ New York Post, September 30, 19U7*
21*0
to fool real sympathy for the characters.2̂  Brooks Atkinson felt that 
the play was a "refreshing excursion into intelligence and good 
taste."2® However, continued Atkinson, the authors had "difficulty in 
aaking a play out of undramatie material. ... It is difficult to 
make a stupid woman the heroine of an interesting drama."27
Louis Kronsnberger felt that although the work had been a per­
fect novel, it was not particularly dramatic. The adapters had "caught 
the poignancy and improved on the pitilessness" of James's work, but 
Kronsnberger objected to the discordant note of the Goetses' melodra­
matic additions.2®
In the hands of the adapters, the "fine sardonic flavor of the 
original novel becomes alive and three dimensional," wrote Robert Gar­
land To Robert Coleman, of the Daily Mirror, it was "good to listen 
to meaningful dialogue and study character conceived by a master 
craftsman.
John Chapman of the Daily News, and Howard Barnes of the New 
York Herald Tribune both thought the play was too long and "talky." 
Barnes thought it was a "bad idea" to dlreot the production "as though
2*>Now York World-Telegram, September 30, 19U7.
®̂New York Times, September 30, 191*7.
27Ibid.
28P M, October 1, 191*7.
29New York J oumal-Amerioan, September 30, 191*7.
^̂fraily Mirror 0few Yorfl , September 30, 19l*7.
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It were a Chekhov masterpiece."31 Other orltlce found Jed Harris's 
direction *admirable,"32 "exciting,"33 and "sure and skillful.*3̂
Host of the critics praised Wendy Hiller's performance highly.
Her playing was said to be "superb,"35 and "magnificent."36 However, 
Howard Barnes commented that Miss Hiller had to struggle with "a tough 
role and an English accent."3? it was said that she gave a "perform­
ance of great sensitivity,"3® and that she made "the girl's taut ner­
vousness a delicately projected quality."39 on the other hand, Louis 
Kronsnberger said, "Wendy Hiller's Catherine seems to me an extension 
of the Goatees’ Catherine! striking but not very soundly oonoeived.
Miss Hiller is too animal-like at times, and at the end too grand."^
As Dr. Sloper, Basil Rathbone also drew mixed notices, but they 
were mostly favorable. Comments varied from "Rathbone waggles a beard 
with a minimum of conviction as papa,"̂ 3 to "Mr. Rathbone has one of 
his most actable parts. He plays it perfectly with irony and arro­
gance."̂ 2
33-New York Herald Tribune. September 30, 19U7.
32Paily News Qfew Yorlj), September 30, 19b7.
33jjev York Post, loc. cit. ^Ibid.
3̂ New York Joumal-Amerioan. loc. pit.
36pajiy Mirror, loc. cit. 37 York Herald Tribune, loo, cit. 
3®The Sun [New York], September 30, 19U7*
^New York World-Telegram. loc. cit. °̂P M, loc. cit.
k N̂ew York Herald Tribune, loc. cit.
^New York Times, loo. cit.
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Patricia Collinge, as Mrs* Penniman, gave a "wispy11 perform­
ance,^ and she brought "fluttery warmth to the play,"^4 Other players 
singled out for praise by several of the critics were Peter Cookson, 
who played Morris Townsend) and Betty Linley, who made much of the 
minor role of Morris's older sister, Mrs* Montgomery*
Although critical opinion was not quite unanimous. The Heiress 
established itself as a "hit" on Broadway, and it had a long run*
THE TORN OF THE SCREW, and TIB ASPERN PAPERS
In 19M3, an amateur dramatic club in New York presented a pro­
gram of two plays adapted from the works of Henry James* The plays 
were The Turn of the Screw and The Aspern Papers, both by Allan Turpin* 
The plays were performed at the Amateur Comedy Club in New York on the 
evenings of March 3 through March 6* The producing organisation was a 
club known as the Snarks*^
One of these plays, The Turn of the Screw, had been produced by 
the Arts Theatre Club in London in 1?U6*^ However, there seems to be 
no record of any other production of the second Turpin play*
^3paiiy News, loo, cit. *̂New York World-Telegram, loo* cit*
^According to a letter from Dr* Leon Edel to the writer of the 
present study, dated June 15, 1965, the Snarks is "a women's dramatio 
olub founded in 1909* An annual production of a new or unusual play, 
with the men's parts taken by guests of the Club, is given for sub­
scribers and an invited audience only*"
Professor Edel kindly loaned a program of the double bill to the 
present investigator* The program showed that the plays were directed 
by Hudson Faussett, and that the plays were being given their first 
presentation in America*
^ e e  the section on The Turn of the Screw, under London produc­
tions, p. 262.
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Apparently there were no reviews of these plays in the New York 
newspapers* This is probably due to the faot that they were not pro­
fessionally produoed,
THE INNOCENTS
The Innocents* by William Archibald, based on The Turn of the 
Screw by Henry James, was produoed by Peter Cookson at the Playhouse 
Theatre in New York, on February 1, 1950* It ran for one hundred and 
forty-one performances ***? The director was Peter Clenville* Starring 
in the oast were Beatrice Straight as the governess, and two child 
actors, Iris Mann and David Cole*
Of seven newspaper reviews examined, five were highly in favor 
of The Innocents* Howard Barnes, of the New York Herald Tribune* dis­
approved mildly of the play, and of some of the performers' work* 
Robert Coleman, writing in the Daily Mirror* was lukewarm toward the 
playscript, but he admired the production*
Brooks Atkinson thought it was a "perfectly wrought" drama in a 
style of which Henry James could approve* Archibald had "retained the 
baleful candor of the writing," and the whole thing was done with 
"taste and style."*4® Other erltios felt that Archibald had adapted 
James's story "with a sensitive feeling for its intangible terrors,"*4̂
k?John Chapman (ed*), The Bums Mantle Best Plays of 19U9-1950 
(New York* Dodd, Mead and Co*7_l950), p* 371.
**®New York Times* February 2, 1950,
k%ew York Post* February 2, 1950.
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and that Janes "could readily approve of what Hr. Archibald hae 
achieved."^ It was a play of "eerie fasoination,"-̂  and it was "spell­
binding.*̂ 2
Against the play, the Daily Mirror reviewer said that it was 
"somewhat nebulous • • • a mood, a psychological tour de force firhiot) 
doesn't seem to be enough ... Howard Barnes* of the New York
Herald Tribune* commented, "the action is obscure and lacks momen­
tum."^ Barnes felt that the playwright had not completely solved the 
problem of translating the story to the stage, and he complained that 
the ending was ambiguous. "'The Innocents' is a fairly good thriller, 
which might better have been left on the printed page."^
The Innocents was fortunate in its production. Jo Mielsiner 
"won Variety's poll of the critics as the best designer of the season 
for his setting for the play."^ The director was Peter Glenville, who 
had been brought over from England to direct The Browning Version for 
Maurice Evans earlier in the season. Atmospheric music was provided by 
Alex North, who had written the music for Death of a Salesman, and who 
now provided a score which was "pithy, practical, and terrifying."-̂
°̂New York Journal-American, February 2, 1950.
^1New York Herald Tribune. February 2, 1950.
2̂New York J ournal-American. loc. cit.
*3Pally Mirror Slew Yorl̂ , February 2, 1950.
*̂Naw York Herald Tribune, loc. cit. ^ Ibid.
-’̂ Chapman, og. cit., p. 11.
^ New York Times, loc. cit.
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Costume®, which added to the "neoromantic spirit of the drama," were by 
Motley
The small oast received extravagant praise for their skill* 
Beatrice Straight, as the governess, played with "intensity, delioaoy 
and force, and she created a "subtly modulated characterisation*"^ 
Hers was "an immensely moving and hypnotic performance*^! she played 
with "force, sensitivity and old-fashioned charm in a style that Henry 
James would have been compelled to applaud.*^
The two ohildren played with "adult assurance,"^ and with a 
"combination of youthful charm and diabolical menace*"^ Isobel Elsom, 
as the housekeeper, played with "gravity and mounting anxiety, catching 
accurately the apprehensive moods of the play*"^
For a play that was well received by the oritios, The Innocents 
did not have a very long run (one hundred and forty-one performances)* 
The producer, Peter Cookson, hoped to re-open the play in the following 
season, but apparently ho never did*^
*6Ibid*
-*?Mew York Post, loc* cit*
°̂Hew York Herald Tribune, loc* cit*
^̂ Paily Mirror, loc* cit* ^Kew York Times, loc* cit,
63New York J ournal-American, loc* cit*
^ *New York Post, loc* cit* ^New York Times, loc* cit*
^According to John Chapman, the play was closed because Bea­
trice Straight, the wife of the play1s producer and the star of the 
show, was soon to beoome a mother* (Chapman, og. cit*, p* 11.)
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PORTRAIT OF A LADY
Portrait of a Lady, by William Archibald, and based on tbs Henry 
James novel of the same title, opened at the ANTA Theatre in New York, 
on Deoember 21, 195U* Staged by Jose Quintero, the play was produoed 
by Iyn Austin and Thomas Noyes, and by the Producers Theatre* The play 
ran for only seven performances.®? Heading the cast was Jennifer Jones 
as Isabel Archer* Other important roles were taken by Robert Flemyng 
as Ollbert Osmond, and Cathleen Nesbitt as Countess Gemini*
The reviewers of seven out of seven New York newspapers disap­
proved of the play— most of them in a mild and bored way* Portrait of 
a Lady was said to be "placid dramatically,"®® and "talky and steadily 
unexciting • » • *"®̂  Brooks Atkinson said that the play was "all sur­
face with nothing inside*"?0 Two of the critics found the oharaoters 
Chekhoviani?̂  they were "bloodless and but momentarily intriguing*"?̂  
Walter Kerr complained that the outlines of the plot were "vague" and
®?Louis Kronenberger (ed*), The Bums Mantle Yearbook. The Best 
Plays of 195U-1955 (New Yorkt Dodd,“Head and Co., p* 38t*
®®New York Post, December 22, 195b.
® P̂aily News Qtew YorljJ , Deoember 22, 195 U.
?°New York Times* December 22, 195U.
?W l y  Mirror and New York J ournal-American* Both reviews were 
dated December <?z, 1.95U*
?2Paily Mirror Qfew Yorlfl , loc. cit.
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"undefined,"^ Brooks Atkinson remarked that the playwright had boon 
unable to oapture either the mind or the personality of James.^
The consensus seemed to be that the direotion of the play was 
monotonous and lifelessj the settings were handsomej and the costumes* 
by Ceeil Beaton* were beautiful*
Jennifer Jones* the film actress* was making her Broadway debut 
in Portrait of iiiSl*75 It is not necessary to read between the lines 
to see that hers was not a professional performance* The critics said 
she was Ntechnically immature"j*̂  she lacked experience"the more 
emotional moments [were] rather beyond her"she was* in fact* a 
"roseate nonprofessional.
Comments on Robert Flemyng's performance were scarce* but it was 
said that his playing was "incisive*"®0 and "highly stylised."®̂
Only Cathleen Nesbitt received real praise* but it was not 
unanimous* The critics of the Dally News and the New Tork Times^ h i s m  mmmmmmm m u m  m m
thought that perhaps she overplayed Countess Gemini a little* but other
^Ncw York Herald Tribune* Deoember 22, 195U.
^New York Times* loc* cit*
^New York Herald Tribune* loc* cit. ^Ibid.
??New York J ournal-American. December 22* 1?5U.
®̂New York Post* loc. cit*
^New York World -Telegram and The Sun* December 22* 19$U*
®̂ )aily News* loc* cit.
®̂ Ncw York Journal-American* loc* cit.
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Dareviewers praised her for bringing to the play its only "spark," and 
for her responsibility in giving the only "sense of wit, or of pointed 
sooial meaning, to the well-intentioned venture."®3
CHILD OF FORTUNE
Child of Fortune, adapted by Guy Bolton from James's novel. The 
Wings of the Dove, opened at the Royals Theatre in New York, on Novem­
ber 13, 1956, Produoed and directed by Jed Harris, the play ran for 
twenty-three performances•® ̂ Heading the oast were Betsy von Fursten- 
berg as Kate Croy, Pippa Scott as Hilly Temple, and Edmund Purdom as 
Richard Denning,
The New York critics, on the whole, condemned the play. How­
ever, most of the reviewers seemed tired rather than vitriolic in their 
commentaries. They complained about the "lifelessness" of the play,®̂  
about the fact that the end was "always In sight,"®® and that it was • 
impossible to care about the characters,®?
As for the play's relationship to James's novel, the adaptation 
was "shorn of literary art,"®® Bolton had "caught the essentials
®^Daily Mirror, loc, cit,
®̂ New York Herald Tribune, loc, cit.
®^Louis Kronsnberger (ed«), The Burns Mantle Yearbook, The Best 
Plays of 1956-1957 (New Yorkt Dodd, Head and Co,, 1957), p, 3357“
®̂ New York Post, November lit, 1956,
®®New York J ournal-American, November lit, 1956, ®?Ibid,
®®New York Times, November lit, 1956.
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• • • but failed to capture the subtleties, the shadings, and the 
cogency" of Janes's material,®̂
Three of the critics picked out one scene as having more life 
than the rest of the play. This was the scene in which the dying 
Hilly confronts her false lover, only to find that he really does love 
her after all.̂ ® (This scene originated with Boltoni it did not come 
from James*)
The direction was "in a low key*"̂ - It was lifeless and dull* 
Jed Harris, who had successfully directed The Heiress a few years 
earlier, was unable to rescue this play from "triteness."^
Of the performers, Betsy von Purstenberg, as Kate, received the 
best notices* She gave the play its "only approach to liveliness,"^ 
and she provided a "welcome flavor of tartness.Plppa Scott, as 
the dying Milly, seems to have looked attractive, and she played with 
a "gentle radiance*"^ Edmund Purdom, in the role of Richard Denning, 
was described as a "handsome tower of carved clay*"^ He performed
^̂ Dally Mirror (Hew YartjJ , November lit, 1956*
^New York Times* New York Post, and New York Herald Tribune* 
All three reviews were dated November lit, 19f>6.
^ Daily News (Hew Yor$ , November lit, 1956*
^ New York Times* loc* cit.
P̂ New York Post* loc* oit*
*̂New York Times* loc* cit.
?£lfew York World-Telegram and The Sun* November lit, 1956*
^New York Herald Tribune* November lit, 1956.
with a heavy style,^ and his emotions failed to come through.̂ ® 
Little was said about the other oast members.
In theatre parlance, Child of Fortune was a "flop."
EUGENIA
Eugenia, adapted by Randolph Carter from Henry James's The 
Europeans, opened at the Ambassador Theatre in New York, on January
duced by the late John C. Wilson, in association with the Theatre 
Corporation of America, and it starred Tallulah Bankhead,
The oritics seem to have been unanimous in their opinion of the 
play. They were hostile toward it,
Tallulah Bankhead's performance in Eugenia was described as "a 
whirlwind in a vacuum,"100 and it was said that "Mr, Carter's adapta­
tion had little to do with whatever dramatic effectiveness the evening 
had."^ Eugenia was greeted as an "excessively dull play,"^ and 
"anasingly pallid."10̂
^New York Times, loo, cit.
®̂New York J ournal-American, loc, cit,
^Louis Kronsnberger (ed,), The Burns Mantle Yearbook, The Best 
Plays of 1956-19$7 (New Yorkt Dodd, Mead and Co.', 1957J, p* 35J.
100Daily Mirror ({lew Yorig , February 2, 1957.
30, 1957. Eugenia ran for twelve performances«̂  The play was pro-
New York Post, January 31* 1957
New York World-Telegram and The Sun, January 31, 1957
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Of the dramatisation itself, Valter Kerr, of the New York Herald 
Tribune, felt that Randolph Carter did not have "the patience to draw a 
detailed picture of the aoeial contrasts that make these people tiok 
• • « and without the sooial groundwork there is no plot."10** The New 
York Timas1 Brooke Atkinson commented.
Neither Henry James nor Hr* Carter is sturdy enough to sustain 
one of the Bankhead tornadoes* • • •
Purely as theatre it is a remarkable phenomenon* But James' 
meticulous study of manners cannot cope with performing on this 
tumultuous scale* • • • Nothing subtle can survive in a script 
when Miss Bankhead is sweeping across the stage*105
In a letter to the writer of the present study, the adapter, 
Randolph Carter, said of Eugenia, "many strange and devious things hap­
pened to the play during production, and the script emerged unrecog­
nisable.'1106
Several of the critics commented on the poor direction which the 
piece reoelveds the characters "kept rushing about the stage without 
any particular aim or point*j10? they lined up like a chorus for a 
musical numberj10® and Herbert Maohis, the director, "merely arranged 
groupings about the biasing star*"10?
1Q̂ ew York Herald Tribune* January 31# 1957.
10̂ New York Times* January 31, 1957.
106Letter from Randolph Carter to the writer of the present 
study, dated August 9, 1963*
107New York Post* loc. cit* lo6Ibld*
109Paily Mirror* loc* cit.
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The costumes by Miles White were "the highlight of the eve­
ning,"1*̂  and Oliver Smith provided a "gingerbready period background," 
in the exterior house setting,^*
Miss Bankhead apparently gave a noisy and boisterous perform­
ance* Tiro of the critics compared it to a vaudeville act**-12 She 
played with "enormous r e l i s h " 8he "strutted and fretted, and gave 
out occasional roars, in her highly specialised and approved manner.
Scott Merrill, the leading male performer, in the role of Pelix, 
received mixed notices* The New York Times1 reviewer thought that he 
gave an "admirable performance")^^ the J ournal-American found it "un­
believable")^^ and one commentator wrote,
j$cott Merrll̂ ) is hopelessly lost amid his broad a's, drawled 
"y*knows," and inexplicably Germanic pronunciations of proper 
names* In his performance, as in the play, confusion is slightlyrampant *^7
The rest of the cast collected few comments* Anne Meaohan, as 
Gertrude, made a "noble try."^® Jay Barney, in the role of Robert
U 0Daily News Qfew York], January 31, 1957*
^ P̂aily Mirror, loo* cit*
M ^Paily Mirror, and New York Poet, loc, cit*
113pajiy Mirror, loo* cit 
1]J*New York Post, loc* cit.
■̂̂ New York Times, loo, cit*
York J ournal-American, January 31, 1957* 
l^New York Herald Tribune, loc* cit.
jigNew York J ournal-American, loo, cit.
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Acton, put "a touch of life into hie part,"11̂  and one reviewer termed 
his performance "excellent."1̂
THE ASPERN PAPERS
The Aspern Papers. adapted by Michael Redgrave from James's 
novel of the same title, opened at the Playhouse Theatre in New York, 
on February 7, 1962. Presented by David Black, the play was staged by 
Margaret Webster. It had ninety-three performances.121 Starred in 
the production were Maurice Evans as Henry Jarvis ("H. J.*)j Wendy 
Hiller as Miss Tina) and Franpoiae Rosay as Miss Bordereau.
Of seven oritios on the New York daily newspapers, four approved 
of the play, two were undecided about its merits, and one condemned the 
script. Since the basic difference of opinion seemed to be about the 
amount of interest which the play generated, it may be said that The 
Aspern Papers had a limited appeal.
John Chapman, of the Daily News, wrote, "Its Interest lies not 
in goings-on, but in mood, atmosphere and character ... .a122 Chap­
man was intrigued by the unspoken antagonism of the play, which created 
an "uncommon suspense.*12̂  Howard Taubman, writing in the New York 
Times, found the play,
11%ew York Post, loo, cit.
York Times, loo, cit.
^^enry Hewes (ed.), The Burns Mantle Yearbook. The Best Plays 
of l?6l-1962 (New Yorkt Dodd, itead 'and Co., 19&2), p. 288.
122Paily News (Jlew Yor^ , February 8, 1962. 12̂ Ibid.
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As rare as it rewarding • . • • In translating Henry James' 
story to the stage, Miohael Redgrave • • • has retained the flowing 
graoe of the literary style, the undercurrent of gentle irony and 
the detached yet affectionate regard for character. 121*
Richard Watts was also struck by Redgrave's "fidelity to the spirit and 
quality of Henry James," and he found the play "an arresting drama. 
Other oritics found the play "dated,"*2̂  and "too elusive and ra- 
mote."*2? Walter Kerr felt that Redgrave had made a "dramatic miscal­
culation," in devoting most of the evening to the quest for the dead 
Aspern's letters, instead of concentrating on the "fragile and doomed 
relationship" between the spinster and the editor
Margaret Webster's direction captured the "genteel mood of the 
Nineties"**2̂  to some reviewers, the leisurely pace seemed just 
right,while to others it seemed too slow.^^ The setting was, 
apparently, properly "atmospheric*"^2
About Maurice Evans' performance, there seemed to be some diver­
gence of opinion* One critic felt that Evans "failed to project a
York Times, February 6, 1962*
12%ew York Post, February 8, 1962*
York J ournal-American, February 8, 1962*
^New York Mirror, February 8, 1962*
*2®New York Herald Tribune, February 8, 1962*
12̂ New York Times, loc* cit*
^9 nsw York World-Telegram and The Sun, February 8, 1962* 
^■New York Herald Tribune, loo* cit*
*32New York Mirror.and
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living personality,"133 while another reviewer said that the aotor was 
"Jarvis to the life— glib, eloquent, resourceful. The writer in 
the Herald Tribune felt that Evans pressed his scenes too fast.1^
Wendy Hiller was said to have created a "stirringly beautiful 
characterisation."1̂  Her performance was "superb ... a standout of 
the season.
The French actress, Fraiyoise Rosay, was said to have performed 
"with distinction,"1^  and to have brought "a shrewd candor to the 
role of the blunt old tyrant ... ."339
Of some interest is the observation of one oritic, "Redgrave 
might better have made all three principal characters English, in that 
none of them sounds the least bit American.
Although the performances were praised by the oritios, The 
Aspern Papers was only seen ninety-three times on Broadway, and it was 
rated as a failure in Variety1s tabulation of financial hits and 
flops.11*1
133yCw York World-Telegram and The Sun, loc. cit.
13l*New York Times, loc. cit.
^New York Herald Tribune, loc. cit.
•̂̂ New York Post, loc. cit.
1̂ 7New York World-Telegram and The Sun, loc. cit.
^Kew York Post, loc. cit.
^Mew York Times, loo, oit.
York World-Telegram and The Sun, loo, oit.
^^ewes. Best Plays of 1961-1962, p. 35U.
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THE SUMMER OF DAISY MILLER
The 8ui— er of pal ay Miller, by Bertram Oreene, baaed on Henry 
James's novella, Dalay Miller, opened at the Phoenix Theatre In New 
York, on May 27, 1963*^ Direoted by Denis Vaughan, the play waa pro­
duoed fay Stewart Chaney and Theater 12, with aettings by Mr* Chaney,
The play achieved a run of seventeen p e r f o r m a n c e  s .  ̂ 3 Heading the oast
were Bryarly Lee as Daisy, and Qeorge Neighbors as Winterbourne.
Most of the reviewers looked with disfavor on the play, but 
there were a few stray complimentary remarks made about the evening, 
and, in partieular, about the settings*
The reviewer in the J oumal-American found that the play pro­
vided a "strangely haunting evening,* and that despite its laok of 
suspense, there waa a "pervading interest in the people*"^* An out- 
of-town reviewer aaid that the play had "style, a commodity off- 
Broadway all too often is lacking*"*^
Several of the reviewers took exception to Greene's method of 
construction* It was "disconcerting rather than poetic," said Howard
1 Ii9The play was not produoed by the regular Phoenix Theatre 
organisation* This fact was specifically mentioned in the New Yorker, 
XXXIX (June 8, 1963), 126. --------
^Henry Hewes (ed*), The Burns Mantle Yearbook, The Best Plays 
of 1963-196U (New Yorki Dodd, Mead and Co*, 19&b), p* 3b2*
^ *New York J ournal-American, May 28, 1963*
^Newark Evening News, May 28, 1963*
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Taubman in the Hew York Times, to have "bits of acenee • • • strung to­
gether on threads of narration • • • Another reviewer complained*
Hr* Oreene has no hesitation in breaking off in the middle of a 
scene and of having (piq) the character of Winterbourne advance 
downstage and solemnly recite portions of the book*lh7
Vinterbourne doubled as the narrator* and he spoke of himself in the 
third person*^4® Sometimes Winterbourne interrupted Daisy* who had to 
"freese" on-stage* while he gave a "not-always-enlightening explana­
tion."^4? Walter Kerr* in the New York Herald Tribune* said it waa as 
though the character were "toying to dissociate himself from the pro­
duction."^®
More than one reviewer complained that the play was novelistio 
rather than dramatic *^* but it was recognised that Oreene was sin- 
oerely attempting to be faithful to J a m e s , ^
The Summer of Daisy Miller was said to be "placid" wa8
"tepid • • • and a b o r e "  na static and rather wordy play" j 155 and 
"steadfastly undramatic."*^
^^Hew York Times, May 26, 1963.
^Nowaday garden City* Lond Island] * June 5* 1963.
^New York Times, loo, cit. ^?New York Post, May 26* 1963.
^®New York Herald Tribune, May 28* 1963.
^New York Times, and Nowaday, loc. cit.
^New York Times, and New York Post, loo, oit.
^̂ Paily News pew Yorlfl * May 26* 1963.
^New Yorker, loc. oit.
^^New York World-Telegram and The Sun, May 28, 1963.
*^New York Herald Tribune, loc. cit.
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The settings by Stewart Chaney elicited favorable comments from 
several critics! he used colored slides projected onto a backdrop to 
provide a “fluid and effective background.“̂ 57
As for the performance, the director was blamed for the exagger­
ated speech mannerisms of the cast in g e n e r a l , *̂ 8 and of the actress 
portraying Daisy in particular
Bryarly Lee, as Daisy, was said to be "given to excessive man­
nerisms, Q>û  she succeeds in offering a curiously appealing portrait 
of a touching little n i t w i t . I t  was suggested that she employed 
her “trills and gurgles" too often, ̂  that she seemed like a "simper­
ing near-adolescent,*^2 and that she imitated Oeraldine Page and Julie 
Harris.^
George Neighbors, who doubled as the narrator and as Winter­
bourne, was said to perform “both chores admirably, on the other 
hand, it was said that Neighbors could “do little but smile
^?New York Times, loc. cit.
^®New York Herald Tribune, loc. cit.
^^New York Tiroes, and New Yorker, loc. cit.
l60New York Post, loc. cit.
^ Daily News, loc. cit.
^ 2New York World-Telegram and The Sun, loc. cit.
•̂̂ New York Herald Tribune, loc. cit.
l61,New York Journal-American, loc. cit.
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inscrutably,*̂ -’ and that he turned Winterbourne into a "posturing, 
unctuous creature,"1̂  and a "droopy and lovelorn milksop."*̂ ?
Few comments were made about the other performers* The New 
York Times* reviewer observed that Kyra Oreene interpreted Mrs* Miller 
as "a kind of Ma Kettle in Vevey and Rome."^® Another reviewer com­
mented that Mrs* Miller and Randolph (played by David Feldman) had be­
come "low-comedy clowns,"^ and that Nanoy Reardon played the role of 
Mrs* Walker "like a fourth Oabor sister."*?° On the whole, the lesser 
roles were found to be "unsatisfying."*^
II. PLAYS IN LONDON
BERKELEY SQUARE
Berkeley Square, by John L* Balderston (assisted by J* C* 
Squire), suggested by Henry James's The Sense of the Past, opened at 
the St* Martin's Theatre in London, on October 6, 1926. It ran for 
one hundred and eighty-one performances.*1?2 Starring in the play were
16*New York Post, loc. cit.
166New York World-Telegram and The Sun, loc. cit.
^ ?New Yorker, loc. cit. ^®New York Times, loc. cit.
*-®̂ New Yorker, loc. oit. *~?°Ibid.
1?1New York World-Telegram and The Sun, loc. oit.
?̂2John Parker (ed«), Who's Who in the Theatre (12th ed.j New 
York* Pitman Publishing Corp., l95?J, p. HUE.
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Lawrence Anderson as Peter Standish, and Jean Forbes-Robertson (the 
daughter of Johnston Forbeŝ tobertson) as Helen Pettigrew* The play 
was staged fay Frank Birch—•"produced'1 In the British sense of that 
word*
The reviewer for the London Times commented that Balderston's 
play was "an interesting experiment, made with skill and decorated with 
humour," that it had a theme of "infinite fascination," but that the 
love between Peter and Helen never reached full tragic depth.̂  The 
reviewer for the Observer similarly found the play unsatisfyingt he 
commented that although Berkeley Square seldom stirred the imagina­
tion, yet it had an "odd attractiveness*"1?** Both of these reviewers 
felt it was a pity that the eighteenth oentury Peter was not seen in 
twentieth century London*
Acting honors were carried off by Jean Forbes-Robertson for her 
"outstanding performance" as Helen Pettigrew*1?̂  She was said to have 
an "unearthiness"1?® [sic]# and a "quiet beauty of spirit,"1?? Her 
performance would be the one "lasting memory" of the evening*1?®
Lawrence Anderson was said to have played the big scene with 
Helen "beautifully,"1?̂  and his performance was regarded as "fine."1®® 
Talerie Taylor played Kate with "Intelligent agitation,"1®1 and Brian
1?̂ Times [London], October 7, 1926*
1?̂ 0bserver (London], October 10, 1926.
^Observer* loc* oit* ^^Ibid. 1??Xbld«
1?®Times* loo* oit. 1?̂ Ibid.
^Qobserver* loc. cit* 1®1Ibid.
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Qllmour gar* tta good Tony Lumpkin performance" as Tom Pettigrew.
(Both Mies Taylor and Mr* Gilmour repeated their roles in the New York 
production three years later*)
One comment on the direction of the play ia of interests
• • • there was a singular mixture of styles of acting* We even 
had Mias Oriselda Hervey jjia Marjorie Pran£J labouring with an 
American accent which was never attempted by Mr* Lawrenoe Anderson 
§s Peter] or Mr* Fisher White the American ambassador)*183
THE TRAGIC MUSE
The Tragic Muse* by Hubert Griffith, adapted from Henry James's 
novel of the same title, was presented by the Arts Theatre Club in 
London, on July 1, 1928*38̂  The leading parts were undertaken by Miss 
Edith Evans as Miriam Rooth, and Frank Allenby as Sherringham*
The reviewer for the London Times commented that the subject, 
the rise of an actress, was appropriate for the stage* He found much 
that was entertaining in the play, although it suffered from uneven­
ness* There was a conflict of styles between the Jamesian material and 
those sections which were contributed by the playwright, Hubert 
Griffith*38-* The critic for the Observer complained that James's long 
sentences did not lend themselves to dramatisation at all. Nevertheless,
l82Ibid. l83Ibid*
number of performances given is unknown* The play was 
not advertised in the theatre advertisements of July 3 or b, 1928, in 
the Times* (The Arts Theatre is a theatre club located on Great New- 
port Street, London, according to "The Stage1 Yearbook, 1953*) The 
play was published in 192? by Allen and Unwin of London*
38̂ Tines frondon], July 2, 1928.
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"Hr* Griffith has done better with him than he {Jfameq) was ever able to 
do with himself on the stage • • • ,"^6
The Observer*a critic said that the play was dominated by one 
charaoteri Miriam Rooth* According to the Times1 reviewer, the char­
acter of Miriam lacked the "depth and subtlety" of James's original 
conception, but the part was "brilliantly spectacular" in the hands of 
Edith E v a n s P r a n k  Allenby, as Sherringham, came "nearer than any­
one else to the authentio James," and he treated his part with "re­
markably shrewd jud g m e n t B o t h  of these oritics felt that the 
writing for the minor characters was less than adequate*
THE TORN OF THE SCRBT
The Turn of the Screw, by Allan Turpin, adapted from James's 
tale of the same title, was presented by the Arts Theatre Club in Lon­
don, in October, 19U6.*®̂  The play was directed by Noel tfillman* 
Leading parts were assumed by Elapeth March as the governess, and 
Louise Hampton as the housekeeper* The children's roles were under­
taken fay Brian Veske, and Jill Mason.
^ Ôbserver {Londoj , July 8, 1928*
^Tiroes* loc* oit. ^ ^Ibid*
10?The Times' review was dated October 2li, 19U6, The number of 
performances is unknown, but according to a letter from the playwright 
to this investigator, dated December 17, 196$, the play ran for three 
weeks.
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The play wee termed "haunted and haunting,"*90 and although It 
was "hardly perfect « • • Q.t was] far from the calamity It might have 
been,"*?1 jt WB * "courageous experiment," said the Times * re­
viewer,*92 Harold Hobsoni in the Sunday Times, reported feeling 
"genuinely and unmistakably frightened * * * ,"*93 The play had an 
atmosphere that was "vague, miasmic, choking • • , ,nl9b
The dialogue varied from something "beautifully sufficient to 
stage ends" at the opening of the play,*9̂  to a style which was too 
"literary" to be said naturally**9̂  The Observer's reviewer said that 
the tale was "blurred a little," and that the dramatist failed to 
achieve James's "wealth of suggest!on,"*97 According to the Times, 
Turpin had suooeeded in creating a spirit of evil, the nature of which 
was left to the audience's interpretation*
Harold Hobson, in the Sunday Times, averred that Miss Louise 
Hampton, as the housekeeper, gave "one of the best performances in 
London*"*9® Elsewhere, it was said that Elspeth March and Louise 
Hampton both played in the "grand manner,"*99 and that they managed
*9̂ 0bserver [London], October 27, 19146*
W l W ,
*92Tima9 Q»ondoij, October 2h, 19U6*
^Sunday Times (London), October 27, 19U6*
*9t*Ibid.
l9%mas, loc, oit* 196Ibid,
^Observer, loc* oit* ^Sunday Times, loc. cit.
*990bserver, loc* oit.
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their parts "a d m i r a b l y . "̂ OO The children were "well directed,"20* end 
were "pleasantly without fuss."202
In this version of The Turn of the Screw, the evil spirits were 
apparently not seen.20̂
THE HEIRESS
The Heiress, by Ruth and Augustus Ooetz, suggested by Henry 
James's novel, Washington Square, opened at the Haymarket Theatre in 
London, on February 1, 19l*9• It ran for six hundred and forty-four 
performances.20̂  Starring in the production were Sir Ralph Richardson 
as Dr* Sloper, and Peggy Ashcroft as Catherine.20̂  The play was 
direoted by John Oielgud.
The dialogue, which was mostly James's own, had "wit, grace, 
and precision,"20̂  and it was spoken with "apt deliberation."20? Open­
ing as a mannered romance, the play developed into "subtle emotional
200Timea, loc. oit. 20*Ibid.
2020bserver, loo, cit. 20̂ Ibid.
20̂ John Parker (ed.), Who's Who in the Theatre (12th ed.j New 
York* Pitman Publishing Corp., 1957),p. 1L23.
°̂̂ In August of 19U9, the leads were temporarily replaced by 
Pauline Jameson and Ceoil Trouncer. Later, in January of 1950, the 
roles were taken over by Wendy Hiller (who had played the part of 
Catherine in New York), and by Godfrey Tearle. (of. Times Q,ondon], 
August U, 19U9) and January 17, 1950.)
20̂ Timea (London), February 2, 19U9*
20?Ibid.
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drama,"20® It was "ironic," a aid the Times, that the Qoetsea should 
have achieved success with a novel which James had disregarded.20?
Sir Ralph Richardson gave to his part a certain "momentous- 
ness."2*0 His "stilted authority develop[ed] into a pathetic study of 
parental disillusion."2** Peggy Ashcroft played "brilliantly,"2*2 and 
she responded to all the "fine shades" of her difficult part.2*̂  Others 
in the cast included James Donald as the "calculating lover,*2*̂  and 
Qillian Lind as Mrs. Penniman. John Oielgud directed "with discretion 
and power."2*̂
THE INNOCENTS
The Innocents, by William Archibald, based on The Turn of the 
Screw by Henry James, opened at Her Majesty's Theatre in London, on 
July 3, 1952. The play ran for one hundred and eighty-eight perform­
ances.2*̂  Director Peter Clenville repeated his New York chore. Flora 
Robson starred as the governess, and the children's roles were played 
by Jeremy Spenser, and Carol Wolveridge.
20®Pally Herald [London], February 2, 19U9.
20?Timea, February 2, 19U9.
210Timee, February 2, 19U9.
2**Paily Herald, loc. cit. 2*2Ibid.
2**Times, February 2, 191*9. 2*̂ Ibid.
2*%aily Herald, loc. cit.
2*6 John Parker (ed.). Who's Who in the Theatre (12th ed.j New 
York* Pitman Publishing Corp., 10*>7), p. J3J5E,
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"Eerie" was the word uaed to describe the production— in the Ob­
server* end in the Dally Herald. The mystery was "handled conpellingly
without cheap theatrical tricks.The audience was "spellbound,"21®
K
The Innocents was "based on— rather than a version of— Henry
Janes’s ’The Turn of the S c r e w , T h e  changes of emphasis were
"far-reaching."22® However* it was said that the play never stirred 
"the dread of discovering more than it is good for us to know"— as 
James's story had done.22*
In this version of the Jamesian story* the Times1 reviewer 
noted, the children were "unlovable," and the governess was "frightened 
of them rather than for them."222 There seemed more danger of her los­
ing her reason than of the children losing their souls.22̂
It was a "well acted thriller,"22** and Flora Robson's response 
to it was said to be "admirable in its delicate certainty."22̂  No 
praise was too high for Miss Robson* said the reviewer for the Daily 
Heraldi and another critic remarked that she had a genius for "portray­
ing fear and agony."22̂
21?Paily Herald (jiondon), July U, 1952.
^Observer Q«onda} July 6, 1952.
220Tines £*ondojj * July U, 19J>2.






The children apparently were well directed by Peter Glenville, 
and their portrayals combined "the droll with the sinister."227 The 
Times1 reviewer objected to the "too, too solid figures” of the 
ghosts.”22®
LETTER FROM PARIS
Letter From Paris, by Dodie Smith, based on James's novel, The 
Reverberator, opened at the Aldwych Theatre in London, on October 10, 
1952. It ran for twenty-seven performances.22̂  Starred in the play 
were Brenda Bruce as Francis Dosson, Scott McKay as George Flaok, Peter 
Barkworth as Gaston Probert, and Nicholas Phipps as Charles Waterlow.
The dlreotion was by Peter Glenville.
One reviewer complained that the start of the play was "as 
sluggish as the oosiest of all the rivers called Ouse,”230 and another 
critio said that it was "a rather too long drawn out period piece.
The Times' reviewer said, "(The play] keeps its shapeliness and 
charm for just so long as Miss Smith is able to reproduce 'the inter­
national situation' of the novel.”2̂ 2 He felt that where the play went 
wrong was in the presentation of the French family— the victims of the 
gossip column— as "helpless and ill-treated," rather than as "delicately
227Tiaea, loo, cit. 22®Ibid.
22?Frances Stephens {comp.). Theatre World Annual, No. b 
(Londons Barrie and Rockliff, 1 9 5 3 ) , ~
2Observer Q.ondoq], October 19, 1952.
23*Timas [tondonj, October 11, 1952. 2̂ 2Ibid.
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schooled In depravity."233 Thus the heroine lost the sympathy of the 
audience*
Brenda Bruce was miscast as Francis— according to both the Times 
and the Observer* She was said to be a clever actress, but "not quite 
clever enough to catch the artless simplicity of Francis."23U
Little was said about the other performers* Scott McKay was "at 
least alive*"235 md played with "charm*"236 peter Barkworth made "an 
agreeable h e r o , "237 but he had a "dim, damp part which it would be hard 
to enliven*"23& Nicholas Hannen as Hr* Probert, Sr*, played with "con­
vincing dignity,"239 but he played the part "colourlessly • • • and it 
is hard to see what else he oould do with the dialogue at his dis­
posal."21*0
THE ASTERN TAPERS
The Aspern Papers* by Michael Redgrave, adapted from James's 
novel of the same title, opened at the Queen1a Theatre in London, on 
August 12, 19$9* The play ran for three hundred and seventy per­
formances .2l*l Starring in his own adaptation, Michael Redgrave played
233ibid. 23t*Ibid.
23^0bserver, loo, cit. 236jbid.
23?tines, loo* cit*
^observer* loo* oit* 239jbi<j,
2̂ °Times , loc* oit*
2l|1Franoes Stephens (comp*)* Theatre World Annual, No* 12 
(Londont Barrie and Rookliff, 196l),“Hn
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nH. J."— Henry Jarvis* Featured players were Beatrix Lehmann as Miss 
Bordereau* and Flora Robson as Miss Tina* The play was dlreoted by 
Basil Dean*
Alan Pryoe-Jonea, reviewing the play in the Observer* wrote* 
’With very minor reservations* it would not be easy to overpraise his 
(Redgrave's! adaptation."2 2̂ However* he found the beginning of the 
play slow*
The Times' anonymous reviewer also thought that the play began 
"a little shakily."2̂  He felt that Redgrave had made the adaptation 
with "surprisingly little loss of its original tone and colour*"2̂  
and that he had managed to get around the difficulties "with a theatri­
cal skill which James himself surely would have admired and perhaps 
envied a little."2̂
Redgrave's performance was "almost too discreet to be fully 
effective*" said the reviewer for the Observer*2^  While the Times 
reported that a "certain coarsening" had taken place in the "American 
sleuth hound*"2̂  Nevertheless* it was remarkable how much of James's 
"sensibility" the actor managed to convey.2
Flora Robson gave such a "sharp emotional impact to the denoue­
ment*" that the Times' reviewer felt the play was "really about Miss
^Observer Q.ondon], August 16* 1959.
^ T i m e a  j^ondoqj , August 13* 1959*
2Wjlbid. 2^Ibld.
2̂ Observer, loc. cit.
2̂ Timea* loc* cit* 2̂ Ibid.
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Tina* "21*9 The Observer found her performance "most painfully compel­
ling."2*0
Beatrix Lehmann, as the ancient Miss Bordereau, created "an 
extraordinary old creature • • • With her glaring eyes, she was
said to be "magnificently effective*"2̂ 2 In her tirade scene, Miss 
Lehmann let off a "dramatic firework of dazzling incandescence*"2̂
THE WINDS OF THE DOVE
The Wings of the Dove, by Christopher Taylor, based on James's 
novel of the same title, opened at the Lyric Theatre in London, on 
December 3, 1963* Starring in the play were Susannah York as Milly 
Theale, Wendy Hiller as Susan Shepherd, Gene Anderson as Kate Croy, 
and James Donald as Merton Denver* The direction was by Frith Banbury* 
The pley finally closed on September 12, 196k, after a run of three 
hundred and twenty-four performances*2*̂
There was some disagreement among the critics as to the value 
of the dialogue in The Wings of the Dove* In its faithfulness to
îbid.
2*Q0baerver. loc* cit* ^Tlmea, ipp, cit*
2*20bserver, loc* cit* 2*^Ibid.
2*̂ The closing date is from the London Times, September 12,
196U. (The play had closed and then reopened at the Haymarket on 
April 6, 196b, with Jennifer Hillary, Wendy Hiller, James Donald, Owen 
Hobbs, Blspeth March, and Gene Anderson, according to the Sunday News 
(London), July 26, 196b* Information from clipping file at the Re- 
searoh Library of the Performing Arts, Lincoln Center, New York*) The 
total number of performances was supplied to this investigator by the 
publishers of "The Stage" Yearbook (Carson and Comerford, Ltd., London)*
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James, wrote the reviewer for the London Times, "This Is very muoh the
play as James might have written it, and the result is every bit as
tedious as Quy Domvillo,"2'*'* At the other extreme, the oritio for the
Observer found this "an extremely attractive play," and he counted it
a distinct pleasure to listen to "the precision of James's dialogue--
like an ioeberg of out diamond, gleaming on the surface and trailing
beneath it a hugh hidden area of unexpressed emotion. "2-*̂ Milton Shul-
man, writing in the Evening Standard, spoke of the baroque atmosphere
created by the "Jamesian ornate sentences,"̂ 57 However, Shulman felt
that the play emerged as "over-stuffed melodrama that only James's
meticulous style saves from being embarrassing,"2̂
The total result is like reading some digest or prftcis of a 
long novel in which one realises that the omissions are more im­
portant than what has been left in*259
The performance likewise caused a divergence of opinion among
the reviewers* The direction reminded the Times' reviewer of the
Edwardian theatres for him, the performances of Susannah fork and of
Wendy Hiller personified "the grand manner at its most humour less. "2̂ ®
At the opposite pole, the reviewer for the Observer found Miss York's
performance "exquisitely touching,"2̂ 1 and he felt that Miss Hiller
2̂ Times [London], December li, 1963*
^Observer Q>ondon], December 8, 1963*
^Evening Standard [LondonJ, December b, 1963*
2*6Ibid. 259Ibid.
^̂ Times, loc* cit,
^Observer, loo* cit*
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gave "a beautifully rich and easy performance aa the heroine's gentle 
middle-aged chaperone."^2
Other remarks on the performances of oast members Included an 
observation that Susannah York looked too healthy for the dying Milly* 
and that she had insufficient experience for the rolej2̂  and that 
James Donald looked "sad about his part as a deceiver, but • • • $here 
was doubt abou$ his motivations and his redemption. *2̂  Qene Anderson 
was said to bs "harshly enigmatic" as Kate Croy,2̂  while Elapeth March 
played Aunt Maud like a "female Goering,*2̂  and Owen Holder as Lord 
Mark gave "a nice sneering performance as a titled cad."2̂ 7
III. OPERAS BASED ON JAMES
THE TURN OF THE SCREW
In 195b, the world premilre of Benjamin Britten's opera. The 
Turn of the Screw, was given on September lb, at La Fenice Opera House 
in Venice* Adapted ffom James's story of the same title, the libretto 
was by Mrs* Myfamry Piper* The work is in two aots and sixteen scenes, 
plus a short prologue* The performance was oonducted by the oomposer, 




2̂ Êvening Standard* loo, cit.
266TimesJ loc* cit.
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A reviewer reported that the Venice audienoe vaa enthusiastic, 
but that sons criticism was made against the materialisation of the 
ghosts, and against the words which the librettist had them say, (Par* 
ticular objection was made to the use of a quotation from Teats, "'The 
ceremony of innocence is drowned,'* as being "alien to James,")2̂ ®
On October 6, 195b, the first performance of the opera was given
in London, The work was presented by the English Opera Group at Sad­
ler's Wells.^ The oompoaer again conduoted the performance. The 
cast was the same as in Venice, with Jennifer Vyvyan as the governessj
Joan Cross as the housekeeperj David Hammings as Milesj Olive Dyer as
Floraj Arda Mandikian as Miss Jesselj and Peter Pears, who sang the 
prologue as well as Peter Quint's part.2̂ 0 "Eerie" gothic settings 
were provided by John Piper.2̂
According to the magazine. Opera,
^he librettq) ... is not a transcription of James's novel into 
another medium, but an independent work fired into being by the imaginative power of the book.272
However, Andrew Smith, writing for the Daily Herald, said, "Every mood
of the story came to vivid life in the music • • • ,"2?3 Eric Blom,
2̂ ®Times [London), September 16, 195b.
2̂ The opera was only scheduled to be performed four times. The 
length of the run, in this case, in no way refleots the popularity of 
the work. It was reported that tickets were very hard to get. Opera,V (November, 195b), 700.
2 °̂Timaa [jiondorjj, October 7, 195b. 2 1̂Ibid.
2?20pera, v (November, 195b), 698.
273paily Herald [LondoiJ , October 7, 195b.
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reviewing the work for the Observer, preleed the brillianoe of Brit­
ten's teohnique musically, but he questioned the wisdom of the choice 
of storyi the work had "oongenoy and intensity,1* and the composer's 
invention was "arresting,"27*4
The materialization of the ghosts oaused various reactions. The 
Times1 critic complained that the librettist made "too big a demand on 
our ordinary theatrloal credulity when she sets her two ghosts bandying 
words and blows in the first scene of the second act*"2̂  Nevertheless, 
the Times found the piece theatrically effective* Andrew Porter, writ­
ing in Opera, felt it right that the ghosts should be seen by the 
audienoe in the same way as the persons on the stage saw them*27̂
As for the performers, it was said that Jennifer Vyvyan gave the 
"performance of her life • • • • Her singing was beautifully clear, 
her emotional acting superb."277 Less enthusiastic was the Times' com­
ment that Miss Vyvyan gave an "assured interpretation."2?® Joan Cross, 
as the housekeeper, was "moving in her simple humanity" i27̂  the boy 
sang with "unaffeeted charm"j2®0 and the ghosts both "sang to ohill 
the blood"— according to the Daily Herald.2®̂-
27**Observer [London}, October 10, 1951*.
27̂ Tiaes, October 7, 1951*. 
2780gera, p. 698.
277Paily Herald, loc* cit.
278Times, October 7, 1951*.
27̂ Paily Herald, loc* cit. 2®^bid,
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According to Opera magasine* Tha Turn of the Screw had "aroused
public enthusiasm such as had not been known before for a new Britten
piece*"2®2
Some nine years later* in an article on Benjamin Britten in the
Sunday Times* it was suggested that The Turn of the Screw might be
called "Britten's operatic masterpiece."2®̂
In 1962* nearly eight years after its performances in London* 
Britten's opera* The Turn of the Screw* was presented by the New York 
City Center Opera*2®** The work received its first performance on March 
25* 1962* and it was repeated four more times during the year in reper-
oACtory. 7 Starring in the production was Patricia Newsy* as the govern­
ess* Others in the oast were Janis Martin* recent winner of the 
Metropolitan Auditions of the Air* as the housekeeper; Bruce Zahariades 
as Miles; Michele Parr as Flora; Richard Cassilly as Quint; Jean Kraft 
as Miss Jessel; and Richard Krause* who sang the prologue*
2®20pera* p* 698*
2® Ŝunday Times (Londoi}|* November 17* 1963* (The article was 
by Desmond dhawe-Taylor *1
28l|Thio was not the first hearing of the opera in America* but 
it was the first full-soale professional production* According to the 
Saturday Review (April 7* 1962)* the opera reoeived its North American 
premiire* conducted by the composer* at the Stratford Festival in 1957* 
The work had also been previously performed by semi-professional* or
student groups* according to the New York Times* the Daily News* and 
the New York Herald Tribune (all dated karch <k>* 1962)*
2®̂ Aooording to a communication dated January 12* 1966* from the
exeoutive offices of the New York City Center to the writer of this
dissertation* five performances were given between March 25* 1962* and
November 7* 1962.
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The conductor, Julius Rudel, was praised for his "style and 
graoe,"2®̂  and for his sensitivity.2®? The imaginative staging, by 
Allen Fletoher, was "in some ways superior to the English production" 
aeoording to Musioal America*2®® The soenery, provided by Jack Vensa, 
was described as "airy and lovely,"2®? and as "ingenious • • • even if 
a little oluttered."2?0
Of six reviews examined, all were strongly favorable, with some 
minor reservations*
As a dramatisation, Harold C* Schonberg, in the New York Times* 
observed,
The libretto * * * makes free with James, and adds a scene or 
two not in the novel, but the basio outlines and even seotions of 
dialogue are faithfully followed*291
Sohonberg complained that the prosody was "awkward," but he blamed this 
generally on Britten rather than on James, saying, "Sometimes his vocal 
settings are almost impossible to enunciate with clarity*"2?2
The Opera News* critic noted that the adaptation sacrificed am­
biguity, because the children were "literally haunted,"2?̂  and, in this 
same vein, the New York Times felt it was clear that the governess was
286n™  York Times* March 26, 1962*
2870pera News, XXVI (May 5, 1962), 27.
2®®Husical America* LXXHI (May, 1962), 25*
28̂ Pally News ©ew Yorlg), March 26, 1962*
2* W  York Times* loc* cit*
291Ibid. 292Ibid.
2?3ppera News, loc* cit*
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sane.2?** The critic for the Saturday Review felt that when the two 
ghosts became vocal, it was a "definite disadvantage to the mood."^
Britten had created a work of "real intensity, with all the 
Qothic flavor of the original story,said one oritlo. Another re­
viewer wondered what the opera was about, in as much as James's story 
was an "enigma."^7 Douglas Watt, in the Daily News, found the score 
"a bit too calculating, remote and, therefore, unmoving."^ On the 
other hand, wrote Watt, "Stage direction, scenery, singing and con­
ducting blend stunningly."̂ ??
Some of the reviewers questioned whether Britten's work was 
really an opera. Harold Sohonberg suspected that The Turn of the Screw 
was "a play with brilliant incidental music rather than a real 
opera.Similarly, the New York Herald Tribune reviewer remarked 
that the singers were used as an extension of the chamber orchestra to 
produce a "tour de force of both Invention and construction,"3®̂  but 
he, too, questioned whether it was opera.
2?̂ Ncw York Times, loc. cit.
2?5S«tard«f Rwiwt. XIV (April 7, 1962), 23.
York Times, loo, oit.
2?̂ New York Herald Tribune. March 26, 1962.
2?̂ Pally News Qtaw Yor$ , loc. cit.
2??Ibid.
3°°New York Times, loo, cit.
3®New York Herald Tribune, loc. oit.
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Nevertheless* Sohonberg admired Britten ea a technician of tonal 
effected02 The critic for Musical America found Britten's work "enor­
mously dramatic in its musical means*"303 it vas observed in the 
Saturday Review that the "minimal" orchestra had the advantage of let­
ting the audience hear the libretto.3°̂
The cast received praise from all quarters* Patricia Neway was 
"completely convincing*"30$ rate as the anguished but deter­
mined governess*"3°® One critic felt that she "sang splendidly; (bu$ 
her acting was somewhat exaggerated.
Janis Martin* making her debut* showed herself to be a "singer 
of major qualifications*with a "nice stage sense*"̂ 0? The two 
children (fourteen year old Bruce Zahariades* and eleven year old Mi- 
ohele Farr) received more praise for their acting than for their sing­
ing! they were "beautiful" in appearance— sb James would have wanted 
them to be*3̂ ° and their understanding of their roles was "almost 
clairvoyant*"^ Richard Cassilly and Jean Kraft "eerily portrayed"
^New York Times* loc. oit*
°̂̂ Musical America, loc, oit*
3°̂ aturday Review* loc. cit*
3°5ncw York Times* loc* cit*
°̂®Daily News* loo, cit* ^Musical America* loc. cit. 
°̂®New York Herald Tribune, loo, oit*
^Daily News* loc. oit*
^°New York Times* and Saturday Review, loo, cit.
^^New York Herald Tribune* loo* cit.
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the g h o s t s , 3̂ 2 ^  they were termed "splendid .*313 Riohard Xrsuss ssng 
tha prologue "clearly. "3^
The New York City Center Opera production of Benjamin Britten' a 
The Turn of the Sorsw received a citation from the New York Music 
Critics' Circle in 1962.315
A brief comparison between the English and the American produc­
tions of the opera was made by the reviewer for Musical America,
Everett Helm.
[jhe English production of 1951* wagj more convincing in its de­
tails— particularly in the first act— than the present one, which 
gathered momentum and intensity as it progressed.
But considering the much greater amount of rehearsal time the 
English Opera Oroup had at its disposal, the less fortunate New 
York City Opera's achievement was relatively greater.316
THE WINQ8 OF THE DOVE
On October 12, 1961, the New York City Center Opera Company pre­
sented the world premibre of The Wings of the Dove, an opera by Douglas 
Moore.317 The libretto was by Ethan Ayer, and it was based on Henry
312Ibid. 313nsw York Times, loo, oit.
31J*Hew York Times, and New York Herald Tribune, loc. oit.
3l5citations were awarded by the New York Music Critics' Circle 
to four new works of the season, according to the New York Times, May 23, 1962.
^Musical America, loo, oit.
33-?a member of the faculty at Columbia University, Douglas Moore 
had been coanissioned by the Ford Foundation to write the opera. The 
New York City Center Opera Company had previously produced Moore's 
opera, The Ballad of Baby Doe, with "substantial success." (New York 
Times, HaroFT3tri9507P’  ------
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Janes's novel of the same title* The opera was staged by Christopher 
Vest, and conducted by Julius Rudel* Scenery was provided by Donald 
Oenslager* The work reoeived four subsequent performances in repertory 
during the next year.^® Leading roles were sung by Dorothy Coulter as 
Hilly Thealej Regina Sarfaty as Kate Croyj and John Reardon as Miles 
Duns ter A distinguished member of the oast was Martha Lipton, who
sang the part of Aunt Maud Lowder*
An unusual feature in the opera was a ballet sequence, choreo­
graphed by Robert Joffrey* The ballet, referred to as the Janus ballet, 
had characters with classical names such as Janusj the Goddess of 
Spring) and the Goddess of Winter.320 According to one reviewer, there 
was a relation between the "Masque of Janus" and Miles Dunster's two- 
sided behavior*321
Of six reviews examined, two were entirely favorable, three had 
some reservations, and one (Musical America) was not in favor of the 
work*
nnfi
Acoording to a communication dated January 12, 1966, from the 
executive offices of the New York City Center to the writer of this 
dissertation, five performances were given between October 12, 1961, 
and November 6, 1962*
319The name of the character had been changed from James's 
Merton Densher for "phonetic reasons," acoording to the New York Times* 
October 13, 1961* -----------
32QHusical Amerioa* LXXC (December 12, 1961), 26*
3glSaturday Review* HIV (October 28, 1961), 39-Ul*
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Laid in Vanioa and in London, the opera was in six scenes, with
one intermission* The libretto, by Ethan Ayer, was described as "tight
and interesting."̂ 22
... Ethan Ayer, by careful pruning and hy making explicit 
things James only suggests, both simplified and clarified the book 
into a first class libretto.323
Harold C. Schonberg, writing in the New York Times, said,
[The libretto] out through James's meanderings, added a few new 
elements, [and] simplified the characters considerably . . . .
The action ... is tight and concentrated, though toward the end 
there do appear to be some inconsistencies and psychological flaws.
In the novel the motivations are clear enough, but in the opera 
the sudden sorrow and conversion of Miles Dunster and Kate Croy are 
inexplicable•32U
The Saturday Review's critic also complained that the text was not 
clear on all points,̂ 2$
"Bland" was the word used by more than one critic to describe 
the music of The Wings of the Pove*̂ 2̂  It was "devoid of person­
ality. "̂ 2̂  The music was "almost Italianate,"̂ 2® and it showed the 
influence of Puccini*̂ 2̂  Some critics specifically welcomed the absence
322Paily News [hew York], October 13, 1961.
^2̂ Musio Hagaainet Musical Courier, CLUII (November, 1961), 29. 
2̂̂ New York Times, October 13, 1961.
^Saturday Review, loo, cit.
32«*ew York Times, and Musical America, loo, cit.
327New York Times, loc. cit.
328New York Herald Tribune, October 13, 1961.
32%ew York Times, loc. cit.
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of modornlty in the score)330 ona Critio condemned the music me "in­
credibly old-fashioned")331 another reviewer found it an "honest and 
touching opera • • • •  (with a] finely integrated s c o r e " j 332 while 
still another critio specifically noted that Moore had a "very acute 
feeling for the influence of the word rhythm on the melody, and vice- 
versa • • • ."333
The conductor, Julius Rudel, brought a "sure and sympathetic 
hand" to the opera,33U and he received credit for the "clear orchestral 
work" of the evening.335
Set in the late-Vietorian period, the production was "elaborate 
but t a s t e f u l . "336 Donald Oenslager1s settings showed a London parlor) 
the National Oallery) and various Venetian l o c a l e s  .337
Dorothy Coulter, in the role of the doomed heiress, Milly 
Theale, was praised both for her acting and for her voice. She was 
"all fragility and lovely vooalisra*"33^ One critic found her convinc­
ing despite a voice that was "too light for her role,"339 while another 
reviewer recorded that her "light, clear soprano and blonde beauty 
ideally suited Milly."31*0
33°Hew York Times, and Daily News, loc. cit.
331)fagioal America, loc. oit. 332pajiy ueWB, Iqq, cit.
333flcw York Herald Tribune, loc. cit. ^^Ibid.
335)jcw York Times, loo, oit. 3^Ibid.
337s>turday Review, loc. cit. 33®Dai3£ News, loo, cit.
33̂ Musical America, loc. cit.
3kQMuaic Magasinet Musical Courier, loc. cit.
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There seamed to be general agreement that the big dramatic messo 
voice of Regina Sarfaty was veil suited to the role of Kate* She had a 
"commanding p r e s e n c e ,"3k1 and she "successfully impersonated a strong- 
willed, demanding, and persuasive young woman* "3k2
John Reardon "made the most of the relatively unconvincing 
character of Miles Dunster," said the critic for Music Magasinei Musi- 
oal C o u r i e r .3̂ 3 x similar reaction to the role was expressed by the 
New York Times1 critic* Elsewhere, Reardon was described as a "splen­
did actor,"3kk as an "ardent and compassionate" singer
The "accomplished" and experienced Martha Lipton,-^ was said 
to be "formidable" as Aunt Maud L o u d e r , and "delightfully fin-de- 
sttcle."^6
Other east members who received affirmative nods from the crit­
ics were Paul Ukena in the role of Homer Croy (James1s Lionel Croy), 
Norman Kelley as Lord Mark, and Mary Le Sawyer as Susan Stringham*
All in all, there was more agreement among the critics about the 
high level of the performance of the opera than there was about the 
values of the work* As one commentator put it,
3ltIIbid. 3U2tfew York Herald Tribune* loc* oit*
^Music Magasinei Musical Courier* loc* oit.
3̂ Musical America, loc* oit.
3̂ New York Herald Tribune, loc* oit. 3̂ Ihid*
3U7paiiy News, loc* oit.
3̂ ®Musical America, loc. cit.
28U
[The Wings of the Dove was) handsomely staged and strongly oast but 
was onlyparSly successful In translating Henry James1 complex 
novel Into a viable lyric drama.3u9
^̂ M̂uslc Magasinei Musical Courier» loc. cit.
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The flu— cr of Daisy
g r a ? ------------
by Bertraa Greene
The Reverberator
The Portrait of a
S ?


























•Child of Fortune was produced in England, 
of 1962, accorSTng to a letter from Bolton to the
1963X X (Off-Broadway)
(17 perfs.)
at the Connaught Theatre in Worthing, in October 
writer of the present study* dated May L, 1963.
TABLE II (continued)





The Wings of the Dove 
by ChrfsiopKer Taylor






The Turn of the Screw 
by Benjamin Baritian,” 
libretto by Hyfanwy Piper
The Turn of the Screw London:
Boosey & Hawtces,
1955
Oct. 6, 1951? 








The Wings of the Dove 
by Douglas'Hoare, 
libretto by Ethan Ayer
The Wings of the Dove
X X
1961 




%he world preaifcre of Britten1s opera. The Turn of the Screw, was given in Venice on Septem­
ber lit, 195U*
CHAPTER VI
RELATIONSHIPS BETWEEN JAMES'S WORKS AND THEIR DRAMATIZATIONS
BY OTHER WRITERS
There hare been thirteen significant dramatizations of James's 
works by playwrights other than himself* In the present chapter, an 
examination is made of these thirteen dramatisations in order to dis­
cover what the playwrights actually did with James's material when 
transposing it from fictional into dramatic form*
Arranged in the order in which they were written, the thirteen 
dramatisations are Berkeley Square by John L* Balderston; The Tragio 
Muse by Hubert Griffith; The Turn of the Screw* and The Aspern Papers 
(a double bill) by Allan Turpin; The Heiress by Ruth and Augustus 
Goetz; The Innooents by William Archibald; Letter From Paris by Dodie 
Smithj Portrait of a Lady by William Archibald; Child of Fortune by 
Quy Bolton; Eugenia by Randolph Carter; The Aspern Papers by Michael 
Redgrave; The Summer of Daisy Hiller by Bertram Greene; and The Wings 
of the Dove by Christopher Taylor**-
Hable II, at the end of Chapter V, shows the dates of produc­
tions in New York and in London*
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Because the genre is different, no analysis has been mads of the 
two opera librettos based on Janes* Details of the opera productions, 
however, nay be found at the end of the preceding chapter.̂
In order to present a complete history of the works involved, 
detailed information has been provided on both the original novel or 
tale, and on its dramatisation* Included in relation to James's works 
are the source of the theme or story idea, when it is known) publica­
tion data) critical assessments of the work when pertinent) the plot) 
and an indication of the novelist's method in the particular instance*
In examining the transfer from novel to stage, the date of the play­
wright's work is given, and a detailed analysis of the script is pro­
vided.̂
Each dramatisation has been analysed in four wayst I* Stagingt 
A* Mechanics— number of acts) number of settings required) elimination 
of action which could not be staged) new motivation needed for en­
trances and exits of characters) B* Theatrical devices— special stage 
effects (sound, lighting, or other kinds)) addition of business or lines 
of a peculiarly theatrical nature) multi-set possibilities* II* The 
handling of James's novel or story materiali A* Changes in the story 
(plot or theme)) B* Scenes added or omitted) C* Changes in the type or 
number of characters) D* Changes in the dialogue) E* Changes in the
T̂he two operas based on James are The Turn of the Screw by 
Benjamin Britten, and The Wings of the Dove by flouglaa Moore.
T̂he writer of this dissertation has been extremely fortunate 
in obtaining original play manuscripts from the writers of the five 
unpublished plays t The Turn of the Screw* and The Aspern Papers— both 
by Allan Turpin) Portrait of"a iady by William Archibaldi Eugenia by 
Randolph Carter) and The Sumwier~ofT)aisy Miller by Bertram Greene•
290
relative or over-all time involvedj and F. Changes in organisation or 
evolvement of the story. III. Painedt items such as humor, or dramatic 
action which illustrates faotors only mentioned in the story. IV.
Lostt items suoh as author omniscience} point of view} or stream of 
consciousness.
For practical reasons, these items have not always been taken up 
in the exact order here indicated. However, each item has been oheoked 
in every script.
At the end of each section, a brief summary is appended. The 
summary of each play is divided under four headings! staging} the han­
dling of James’s material} items gained} and items lost.
Thus this chapter provides a thorough look at the sources of
the plays by examining! (l) James’s source material} (2) the original 
Jamesian works} and (3) changes made during the dramatisation process. 
The assessment of the contributions made by the playwrights has been 
kept as objective as seems consonant with the presentation of signifi­
cant comparisons.
I. BERKELEY SQUARE BY JOHN L. BAIDERSTONt BASED 
ON JAMES’S THE SENSE OF THE PAST
The Sense of the Past was one of two novels which were unfin­
ished at the time of Henry James's death in 1916. It was published 
posthumously in its incomplete form the following year.** Published
**The first edition of The Sense of the Past was published byV. Collins and Co. of London, in T9I7T “This"edition was used as the
basis for comparison in the present chapter.
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with the incomplete novel were James's notes for the remainder of the 
work.  ̂ The nearly three hundred completed pages seem to cover about 
half of the projected novel*
James had worked on The Sense of the Past at various intervals 
over a span of many years* His notebooks show that he had worked on It 
before 1900j he then put the novel away until 191b, only to abandon it 
again under pressure of other work*̂
The novel opens in New York in 1910, and the oentral figure is 
thirty-year-old Ralph Pendrel, a historian* Ralph has just inherited 
some property In England, and he plana to go over to see it* He has 
asked Aurora Coyne, a widow, to marry him, but she is tired of travel­
ling, and she refuses to accept Ralph if he goes to Europe*
Ralph's late kinsman had been impressed by a book which the 
young New Yorker had written* In it, Ralph had written, "'There are 
particular plaoes where things have happened * • * that seem to put us 
into communication * * • (with the past]*1"? This, in essenoe, is the 
theme of James's novel*
Ralph goes to London about a month later to inspect the prop­
erty* It consists of a two-hundred-year-old house in Mansfield Square*
Ĵames's secretary has described how James was in the habit of 
dictating preliminary notes for his novels, which were exploratory in 
nature* He seldom consulted the notes during the actual writing* See 
Theodora Bosanquet, Henry James at Work (Londoni Hogarth Press, 192b), 
p. 9*
P̂* 0* Matthiessen, and Kenneth B* Murdock (eds.), The Note­
books of Henry James (New Yorkt Qeorge Braailler, Inc*, 19557, PP* 298- 5W7"anJ pTlei"
?Henry James, The Sense of the Past (London and Glasgows V* 
Collins Sons and Co*,~E$d*, 10177, p* TUT"
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Old Philip Augustus Pendrel had besn In ths habit of renting out the 
house to a regular tenant each year in the "season"t he had requested 
that Ralph continue the practice. The name of the annual tenant was 
Mrs. Midmore of Drydown in Hampshire. At the present time, however, 
the house is unocoupled, except for a caretaker couple.
Late one rainy afternoon, Ralph explores the house alone. It is 
fully furnished. Ralph is fascinated by a particular portrait! it is 
of a young man wearing the costume of a century ago, but the figure has 
its back turned to the beholder. Ralph stays in the house absorbing 
its atmosphere until late that night. As he walks through the rooms 
holding aloft a large candlestick, he suddenly finds himself face to 
face with his double. It is the figure from the portrait! the man from 
1820 is searching for the future, just as Ralph is searohing for the 
past.
Three or four days later, Ralph visits the American ambassador. 
He confides to the older man that he has arranged to exchange identi­
ties with his double. The ambassador, assuming that Ralph is demented, 
takes him back to Mansfield Square, and leaves him at the doorstep. As 
Ralph enters the house, he steps into another world and time.
A footman says that Miss Midmore is at home, and Ralph is ush­
ered into the little parlor, where Molly Midmore greets him with an 
embraoe. Ralph senses that he is engaged to her, although this is 
their first meeting. They are cousins. Ralph has just come over from 
America, and the marriage has been arranged by their families.
Soon Mrs. Midmore enters, and she is followed shortly by Perry 
Midmore— Molly's brother. Ralph feels that Perry mistrusts him. When
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Perry mentions a younger slater. Nan, Ralph makes the mistake of saying 
that he has not heard of her*
Sir Cantopher Bland, an unsuccessful suitor to Nan, arrives to 
pay his respeots to the newly arrived Amerioan cousin* Ralph says a 
number of unexplainable, strange things, and a coolness descends on the 
group*
Nan arrives unexpectedly by coach from their country estate at 
Dr ydown* Ralph feels an immediate closeness to the younger girl*
James's manuscript broke off at this point* In his dictated 
notes, however, James had explored ideas for the continuation of his 
novel.® The author felt that Ralph should love Nan, and she him* 
(Later, James conceived that Nan might have loved the other man back 
in 1620, but that her affection might not have been returned•)?
The remainder of the story is here provided, as James set it 
forth in his dictated notes*
Molly becomes afraid of Ralph, and she breaks her engagement* 
Because of this, Ralph's double, who is living in the future, makes 
three or four appearances to Ralphi the real 1620 man feels that Ralph 
is not playing the game*
Ralph has a growing fear that he will never be able to get baok 
to his own time* He tells Nan the truth, and through some sacrifice 
on her part, Nan enables him to get back to 1910* (James left it in­
definite aa to how this could be accomplished*)
g
The notes were published with the incomplete novel* See Henry 
Janies, The Sense of the Past* pp* 285-351*
9Ibid., p .  3 2 2 .
29b
Ralph has bean immersed in the past for six months* Aurora, 
baok in New York, has been growing increasingly anxious) she oomes to 
London, where she asks the ambassador to help her* The ambassador goes 
to the house in Mansfield Square* Ralph comes out of the door, and he 
steps baok into the world of 1910.
James planned to end his novel with a talk between the ambassa­
dor and Ralph* Ralph would tell the ambassador nothing of what had 
happened to him* The young man would arrange to meet Aurora, but it 
was the author's intention not to show that meeting to the reader*
In 1926, John L* Balderston wrote a play, Berkeley Square* which 
was based on James's The Sense of the Past**® (Balderston was assisted 
by J, C* Squire, then editor of the London Mercury*)^
The play is in three aots, and seven scenes1 it requires only 
one setting, the morning-room of a Queen Anne house in Berkeley Square, 
London. The period switches back and forth between 178b and 1928, and,
10The text analysed here is that of the 1929 New York produc­
tion* The play had been partly re-writteni it is possible to tell what 
some of the changes were by consulting the reviews of the 1926 London 
production* In the London version, Peter's portrait had been painted 
by Gainsborough— not Reynolds* Peter had made an interesting analogy 
between time and a folded tape measure! this is omitted from the later 
version* The London cast of characters did not include Major Clinton, 
Miss Barrymore, the Duchess of Devonshire, Lord Stanley, or the Duke 
of Cumberland! these omissions would seem to indioate that the ball 
scene was written for the later New York production* The year was 
changed from 1786 to 178bi perhaps this was in response to the Observ­
er's comment that Dr* Johnson had already been dead two years in 1786 
wKen Balderston had made a reference to him* (of* Times (j.ondô  , 
October 7# 1926) and Observer gtondog], October 10, 1926.)
H  According to one critic, J* C* Squire was "a sympathetic 
literary archaeologist, who Qcnsw] his way about the Eighteenth Cen­
tury, its manners and customs * * * •" (New York Evening Journal* 
November £, 1929*)
29$
Accordingly, slight changes are made in the set dressing, and some of 
the furniture pieces are replaced*^
Technically, this would be a fairly difficult show to run* 
Lighting effects include ten candles which are individually extin­
guished) moonlight) and controlled dims and blackouts* A special lamp 
to throw Peter's shadow into the room is also suggested* Sound effects 
include wind, rain, thunder, church ohimes, two different striking 
clocks, and the coming and going of several carriages* Music off-stage 
Is required for the ball scene* One difficult property to obtain might 
be the portrait of Peter which was supposedly painted by Sir Joshua 
Reynolds*
The title page of the published play announces that the plot was 
suggested by Henry James's posthumous fragment. The Sense of the Paat.^ 
The debt is clear in the theme of the play, and in the relationships 
among the main characters* However, that is as far as the borrowing 
goes* The dialogue is entirely new* The names of the main characters 
have been changed, and seven minor characters have been added*
The play opens on October 23, 1781*. The Pettigrew family is 
awaiting the arrival of their American cousin, Peter Standish, who has 
corns over for the purpose of marrying Kate Pettigrew— whom he has never 
seen* Lady Anne, Kate's mother, contrives to leave Kate alone to
^1928 was the date used in the New fork production of 1929* 
Presumably the date was altered from the earlier London production*
^John L* Balderston, Berkeley Square (New Torkt Samuel Trench, 
Inc., 1929), p* 1*
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receive her cousin* The door opens to admit Peter, and a man's shadow 
Is seen* As Kate curtseys, the curtain falls*
The seoond scene takes place on October 23, 1926* The American 
ambassador calls on the present day Peter Standish* Peter is excited 
about some old letters which he has found in the house, and a two- 
hundred-year-old diary belonging to his anoestor and namesake* He has 
a theory that it might be possible to change plaoes with someone from 
another historical period* However, the events of the past would still 
have to happen exactly as they had done, because they were real*
In the room now there Is a portrait of Peter's ancestor-painted 
by Reynolds* The resemblance to the present Peter is astounding*
Marjorie Frant, Peter's fiancle, arrives* She is worried be­
cause Peter has been behaving strangely* Suddenly Peter seems to hear 
a coach outside, and then the lights go out all over the house* The 
housekeeper announces that there is a strange gentleman asking to see 
Mr* Standish* Peter lights a candle and goes to investigate* As he 
returns, Marjorie goes to the door to meet himt she is terrified by 
what she sees— as the curtain falls*
The third soene is back In 176I*t it opens at the moment of Peter 
Standish*s first arrival at the house* He meets Kate Pettigrew, his 
betrothed, and then her familyi Lady Anne, Tom, and Helen— also Mr* 
Throstle, Helen's suitor* The Pettigrews are bewildered by the things 
that their American cousin seems to know about them, and about the 
future* Not the least of Peter's slips is his accidental identifica­
tion of a birthday gift which Helen has not yet opened} Peter, in the 
future, had read about it in the diary*
297
The second act opens a few nights later at Helen's birthday 
ball* Helen, and not Kate, is Peter's partner* The distinguished 
guests even include royalty* Peter's wit— borrowed from the not yet 
born Oscar Wilde— makes him the sensation of the evening*
In the seeond scene of Act II, after the departure of the 
guests, Helen asks Kate why she avoided dancing with Peter* Kate says 
that she is afraid of him, and, later, Kate breaks her engagement*
When they are alone, Peter tells Helen the truth, and she is 
able to see something of the future through his eyes* Peter tells 
Helen that he has been playing a parti he really loves her and not her 
sister, Kate*
Aot III opens a week later* Helen and Peter have been con­
stantly together* By now, Kate is superstltiously afraid for her sis­
ter's safetyt both she and Mr* Throstle believe that Peter is possessed* 
Surrounded and goaded by the family, Peter loses his self- 
oontrol* He tells them what he really thinks of their eighteenth 
century world with its cruelty, its dirt, and its smells* Assuming 
that he has gone mad, the Pettigrews flee from Peter in horror*
Helen comes to Peter and tells him that he must go baok to his 
own world, for he will really go mad under the strain of his night­
marish existence* She gives him a gift! it is an Egyptian Crux Ansata, 
the symbol of life* As Peter leaves her, Helen asks him to visit her 
grave in St* Mark's churohyard*
The final scene of the play is back in 1928* Marjorie and the 
ambassador are very worried about Petert he has been behaving like a 
madman for weeks*
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Peter, who has been out of the house, enters carrying a pieoe of
paper* He places the paper on a table, under the Crux Ansata. To Mar­
jorie* s joy, Peter seems normal again*
In tidying the room, Marjorie moves the Crux Ansata* She sees
that the pieoe of paper on the table has a Latin epitaph written on it*
Peter says that he has Just copied it from a tomb in St* Mark's church­
yard.
Marjorie sees that Peter is crying, so she leaves quietly*
Peter translates the epitaph aloud as the curtain slowly falls* Helen 
Pettigrew had died at the age of twenty-three, in 1787— less than three 
years after Peter's departure*
It will be noticed that the over-all period of the action has 
undergone a considerable change* In James's novel, the man from 1910 
went back to 1820— a mere ninety years* In the play, the years are 
1926 and 1781*— a difference of over one hundred and forty years. In 
the novel, the modern man disappeared for six months, but in the play, 
he vanished for less than two weeks* The playwright omitted all 
material preliminary to the day of the great exchange*
Berkeley Square was a highly successful play, and it owed not a 
little of its appeal to Balderston's dialogue* He knew how to create 
both humor and pathos* The playwright also knew how to increase dra­
matic intensity with well-timed sound effects and other stage trickery*
Summary
In comparing John L* Balderston*s play, Berkeley Square* with 




A* The play la in three ante and seven scenes* It requires only 
a single setting*
B* Lighting and sound effeots are used effectively to heighten 
the dramatic impact*
II* Balderston*s handling of the material of James*s novelt
A* The theme of the play is the same as that of the novelt a man 
changes places with his ancestral double, and tries to lead 
his life* The basic plot is handled a little differently*
B* The main characters and their family relationships corre­
spond, but there are seven additional minor characters in 
the play* The names of all the main characters have been 
changed*
C* The dialogue is entirely new in the play*
D* The over-all time has been changed* The over-all span of the 
novel was ninety years, but in the play it has become over 
one hundred and forty years* On the other hand, the man in 
the novel disappeared for six months, but in the play Peter 
lived baok in the eighteenth century for only two weeks*
E* Although the details have been much changed, the general pro­
gression of the story is essentially the same*
F* Most of the novel is written in the impersonal third person, 
but occasionally the author took the reader into his confi­
dence with phrases like "our young man** The novel was not 
written from any particular point of view*
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III* 0>ined»
A* The play has gained both humor and pathos*
B. The dramatic tension Is inoreased by the special lighting and 
sound effeots*
IV* Losti
Balderston omitted all incidents prior to the day of the his­
torical exohange made by the two men*
II. THE TRAGIC MUSE* A DRAMATIZATION 
BY HUBERT GRIFFITH
In his preface to the definitive Hew York edition of The Tragic 
Muse* James indicated that he had combined two basio ideas or themes in 
the book— ideas which he had had for a long time, and of which he could 
not remember the origins* He had long desired to create a "picture of 
the 'artist-life,and to illustrate the conflict between art and 
the world* For this purpose, James had conceived of a young man who 
abandoned a political career to devote himself to painting* James's 
second desire was to present a satiric picture of a theatrioal person­
ality* In The Tragic Muse* the novelist joined his two themes*
On June 19, 180U, James made a notation in his notebook of a 
story idea suggested to him by Mrs* H* fluraphrejr] Ward* Mrs* Ward's 
story would have been centered around a young actress who receives the 
attention of a man who loves the stage* The man loves the girl for
^Henry James, The Art of the Novell Critical Prefaces (New 
Yorkt Charles Scribner^sSons,~T937),p* ?9.
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herself, "though she doesn't satisfy him at all, artistically."1̂  He 
helps her to develop, and then she goes beyond hint she "soars away and 
is lost to him."1̂  The interest which James saw in the story was the 
possibility of turning it into "a study of the histrionic character*"1? 
The novelist envisioned the girl as "crude • • • • Ignorant, illiter­
ate. Rachel."1®
The Tragic Muse made its first appearance in installment form in 
the Atlantic Monthly* January, 1669— May, 1890.1? The novel was pub­
lished in book form on both sides of the Atlantic in 1890.^ The dif­
ferences between the book and the serial forms of the novel are minor- 
amounting to no more than changes in a few scattered words*
While writing the installments of the novel, James made some 
more notebook entries, some of which have been preserved* In an un­
dated entry, the author wondered how to present an engagement and 
bribery scene between the artist, Nick Dormer, and the rioh, widowed 
Julia Dallow*21 In February, 1889, James made a note to the effect 
that he was going to base "Sherringham*s visit to the Comddie Franpaise
1̂ Matthieesen and Murdock, og. oit*, p* 63
l6Ibid*. p. 63.
17Ibid*. p* 63. l6Ibid** p* 61*.
1 L̂eon Rdel, and Dan H* Laurence. A Bibliography of Henry James 
(London* Rupert Hart-Davis, 1957), p* 8L,”and pp* 32l*-3257
2QThe first book edition of The Tragic Muse was published by 
Houghton, Mifflin and Company, Mew tork, in I896. The first English 
edition was published in the same year by Macmillan and Company, 
London* (idel and Laurence, 0£* cit*, p. 81*.)
21Matthiessen and Murdock, op. cit** pp. 90-91.
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with Miriam—  jonj my impression of Bartet* in her logo, the other day 
in Paris."22
While James was writing The Tragic Muse, he was at the same time 
working on his dramatisation of The American for the actor-manager, 
Edward Compton.2̂  In his personal correspondence, James at this time 
was saying things like, "The Tragic Muse is to be my last long novel,"2̂  
and "I mean never to write another novel.h2̂  Instead, James planned to 
write only plays, and short stories. He did write plays intensively 
during the next five years, and spasmodically thereafter. Some of his 
greatest long novels were yet to come, however.
The Tragic Muse opens in Paris at an art exhibition! this pro* 
vides a natural meeting place for moat of the main characters. At the 
exhibition are Lady Agnes and her three grown children— Hick Dormer, 
Grace Dormer, and Biddy Dormer.
At the exhibition, Nick runs into an Oxford friend, Gabriel 
Nash. Nash invites Niok to attend a recitation which he has arranged 
for a young woman who wants to go on the stage. Miss Miriam Booth is
22Ibid., p. 92. (Matthlessen and Murdock conclude that Jams's 
French actress, Mademoiselle Voisin, was "no doubt, drawn from Bartet," 
p. 93.)
23The American was the first of James's professionally produced 
plays. The history of that production may be found in Chapter II of 
this dissertation, under the section entitled, "The First Production."
2**Percy Lubbock (ed.), The Letters of Henry James (Londont Mao* 
millan and Company, 1920), I, 165 • ("tetter written to William James,
May 16, 1690.)
2̂ Leon Sdel (ed.), The Selected Letters of Henry James (New 
York! Farrar, Straus and CuiJahy, oi95̂ ), p. 11*3. (Letter written to 
Robert Louis Stevenson, October 30, 1691.)
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to road on the following day to Madame Carrf, a great old French 
actress*
James uses several chapters to deaoribe how the Dormers spend 
the rest of the day in Paris* They are joined by their cousin, the 
rich, widowed Julia Dallow* Julia is interested in helping Niok with 
his political career* An atmosphere is created, and the characters 
expose their natures, but the details do not further the story*
Present the next day at Madame Carrf's for Miriam Rooth's reci­
tation are her mother, Mrs* Rooth} Gabriel Nash) Niok Dormer) and Peter 
■ StrarrIngham* Peter is Nick's cousin, and the brother of Julia Dallow* 
He is a secretary in the British Embassy, and a devotee of the stage. 
Peter was invited by Madame Carr£ herself.
Miriam is extremely nervous, and she recites monotonously. Mrs. 
Rooth is afraid for lier daughter's morals if she enters the theatre.
Her fears are treated with oontempt by the Frenoh aotress* Madame 
Carry's impression of Miriam is that she is "loud and ooarse."2̂  Niok 
is struck by the girl's appearance! he wishes to paint her as "the 
Tragic Muse*-27
On the following day, Miriam recites in Peter 3herringham1s 
rooms* The whole Dormer family is there this time, plus Julia Dallow, 
Gabriel Nash, and a number of other guests* This tints, Miriam im­
presses them with a violent rendition of Juliet* Afterwards, Gabriel 
Nash and Niok Dormer wander about Paris, discussing their views on art




and Ufa* They also examine Nick's problems the conflict between hie 
desire to be an artist* and his family's political aspirations for him.
During the following weeks* Peter sees Miriam often. They go to 
theatres together--always accompanied by her mother. Peter thinks that 
Miriam is always acting* and that there is no real person underneath. 
Before he goes to England for his summer holiday* Peter arranges that 
Miriam shall study with Madame Carrtf.
That summer* Nick Dormer is elected to represent the district of 
Harsh in Parliament. His political campaign is conducted by Julia 
Dallow. Lady Agnes is anxious to have Niok marry Julia. Nick proposes 
marriage* and Julia accepts him* but she wants to wait a while. In the 
meantime* old Mr. Carteret* a friend of Nick's late father* promises to 
make a handsome settlement on Niok when the marriage takes place.
Back in Paris again* Peter finds that Miriam's acting has 
greatly Improved. She has been working hard under Madame Carrff* and 
she has been reoeivlng help from Basil Dashwood* a young* English 
actor.
Peter takes Miriam to the Comfdie Franpaise* and he introduces 
her to a couple of the actresses in the green-room. Miriam's constant 
companions* her mother and Basil Dashwood* also attend the performance.
In England* Julia and Niok set the date for their wedding in the 
late Spring. By Easter time* Miriam Rooth has opened in London in her 
first play* and it is a success* The aotresa asks Nick to paint her 
portrait.
One day* while Miriam is posing for Niok in his London studio* 
Julia arrives unexpectedly from the country. Julia suspects the worst*
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and, in bar well-mannered way, aba breaks off the engagement* Within a 
few days, Julia leaves for the Continent with a woman friend*
Niok Dormer resigns from Parliament* The reactions to this step 
are varied* Lady Agnes is greatly disturbed) his sister, Biddy, ad­
mires him) Gabriel Nash is gleeful) and old Mr* Carteret outs Niok out 
of his will*
In the meantime, Peter Sherrlngham comes to England on leave*
He finds Biddy Dormer at Niok's studio, and he invites her to go with 
him to the theatre to see Miriam's play* After this, Peter goes to see 
the play every night for a week, and he spends many afternoons at 
Miriam's house* Other constant callers include Basil Dashwood, and 
Gabriel Nash*
Gabriel Nash tells Peter that Miriam is in love with Niok 
Dormer, but that she has enough sense to know that a marriage to Niok
would not work* In any ease, her feelings are not returned* Peter
/
feels jealous of Niok, and yet he himself is not willing to get more 
entangled with Miriam* He feels that she would not make a suitable 
wife for an ambassador*
In order to save himself, Peter asks the Foreign Office for a 
transfer, and he is assigned to a remote post in Central America* 
Nevertheless, he declares his passion to Miriam* She is not interested 
in a liaison, and she indicates that it is wise of him to be going away.
Miriam opens in her seoond play, and Peter and Niok attend the 
opening night performance together* After the performance, Peter pro* 
poses marriage to Miriam, but on the condition that she give up the
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stage* Not only does Miriam refuse him, but she expresses the belief 
that Biddy Dormer would be "good* for Peter*2®
Nick has completed his first portrait of Miriam, and he begins a 
sseond one, which is intended for Peter* Niok and Miriam frankly dis­
cuss Peter's predioament* Before the portrait is finished, however, 
Miriam leaves on tour*
While Miriam is away, Oabrlel Nash sits for Niok* He predicts 
that Niok will paint Julia, and that they will reoonoile their differ­
ences*
Biddy spends some months staying with Julia, who has returned to 
England* Julia favors a union between Biddy and her brother, Peter* 
Lady Agnes and Orace also stay with Julia, but Nick keeps away until 
Christmas time, when he is a house guest at Julia's home*
In late March of the following year, Biddy is staying in London 
with a friend* Nick arranges to take them to Miriam's opening night in 
Romeo and Juliet* In the meantime, Miriam has quietly married Basil 
Dashwood, who is to play Mercutio*
Peter arrives back in England on leave just in time to attend 
the opening of Romeo and Juliet* During an intermission, Nick tells 
Peter about Miriam's marriage* Peter is upset by the news, and he 
leaves for Paris without visiting his friends*
Soon, however, Peter returns* He calls frequently on Biddy 
Dormer during the following weeks, and at Easter time they become
28Ibid., p. $0$.
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engaged. At about this same time, Julia arranges to ait to Niok for 
her portrait*
Janes ends his novel with a collection of vhat he calls recent 
"facta."29 pater and Biddy have been married, and he has received a 
better appointment* Julia's portrait has caused a stir among the art 
critics* Miriam has added several new parts to her repertoire* 
Finally, James hints at a union in the future between Julia Dallow and 
Niok Dormer*
A dramatisation of The Tragic Muse was written in England by 
Hubert Griffith* The play was produced in London, in July, 1928, by 
the Arts Theatre Club, after it had been published in the previous 
year by Allen and Unwin, Ltd*̂ °
In writing the play, Hubert Griffith kept James's title. The 
Tragic Muse.**1 The play is in three acts, and it is divided into five 
scenes* Three settings are required* The first act takes place in a 
drawing room at the British Embassy in Paris* In the second act, the 
action takes place in the Foyer des Artistes* the green-room, of the
29Ibid*. p* 575.
^Correspondence with the publishers of "The Stage" Yearbook 
indicates that they have no record of any earlier production of the 
play* ("The Stage" Yearbook* published annually, gives statistical 
data on all London siege productions*) A letter addressed to the pub­
lishers of the play, Allen and Unwin, failed to elicit a reply to the 
question of whether there had been a production prior to the publica­
tion of the play*
^̂ The differences between James's The Tragic Muse as it appeared 
in the Atlantic Monthly and in its published booic form are very slight* 
However, thereis enough evidence to show that Griffith used the book 
rather than the magasine as his source* Where the playwright has used 
James's wording intact, it always agrees with the published book rather 
than with its serialised form*
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Comddie Pranpaise. The third eet is in three soenes, ell of whioh take 
plaee in the garden of a house in St* John's Wood* in London*
Technically, this would be a simple show to produce, except for 
the faot that three sets are required* Few sound effeots are neededt 
passing taxis; a taxi whioh stops to let a passenger alight; and the 
sound of the front gate opening* Simple interior lighting is all that
is needed for the first two sets* The third set, an exterior garden
scene, is used three times, and the light must indicate morning, late 
afternoon, and midnight* In the night soene, the lights inside the 
house are switched on and off twioe— in the drawing room beyond the 
French windows* It is suggested that this should be a theatrical draw­
ing room, hung with photographs* Other technical problems in The
Tragio Muse inolude a fireplace with biasing logs, and a portrait of 
the great aotress, Rachel, both of whioh are in the foyer of the 
Comddie Franpaise.
In converting The Tragic Muse into a play, Hubert Griffith has 
cut the story "to the bone*" He has choBen to utilise only the central 
plot surrounding the young actress, Miriam Rooth* Most of the main 
characters of the novel have been retained, but they are seen now only 
in their relationships to Miriam and to her career* There are seven­
teen roles in the cast, plus necessary extras and "bit" parts* (A 
manservant, a maid, an attendant, and several extras are mentioned in 
the various acts, but they are not listed with the "characters" in the 
published play*) The seventeen characters retain their original names 
from the novel— with the exception of one of the French ao tresses, who
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is now called Mademoiselle Destrtfe, rather than Mademoiselle Dunoyer* 
(There were more than forty characters in James's novel*)
At the opening of the play, most of the characters have been 
brought together for the purpose of hearing the would-be aotresa,
Miriam Rooth, give an afternoon recitation* Madame Car rtf, the old 
French actress, has been specially invited to hear the girl* The host 
is Peter Sherringham, a secretary at the British Embassy in Paris* 
Present on this occasion are Niok Dormer and his family— Lady Agnes, 
Grace Dormer, and Biddy Dormer) Julia Dallow) Gabriel Nash) and two 
embassy couples— the Nevilles, and the Lovioks* Miriam is accompanied 
by her ever-present mother, Mrs* Booth. As in the novel, the girl's 
recitation is exaggerated and rather bad*
Miriam is next seen five months later, when she is taken to the 
green-room of the Comtfdie Frangaiae by Peter Sherringham* With them 
are her mother, and the young English actor, Basil Dashwood* In this 
scene, the second act of the play, the girl meets two French aotresses, 
and Peter proposes marriage to her for the first time* She declines 
him*
The last act takes place a year later* It is the day when 
Miriam opens in Romeo and Juliet in London* The act is divided into 
three soenest in the morning, in the late afternoon, and at midnight 
after the performance* By now, Niok Dormer has turned to painting, and 
he has given up his seat in Parliament* It is agreed that Miriam will 
come and sit to him soon*
Unexpectedly, Peter Sherringham arrives from Parist he brings 
the news that he is to be transferred to an ambassadorial post in
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Central America* That night, after the performance, Peter once more 
begs Miriam to give up the stage, and to marry him* Miriam refuses, 
and she hints that she may marry the actor, Basil Dashwood, who, at 
least, is a part of her theatrical world* (It is on this somewhat in­
conclusive note that the play ends*)
The playwright has eliminated all of the side issues and sub­
plots which are not directly concerned with the rise of the young 
actress, Miriam Rooth* In the third act of the play, it is mentioned 
that Nick Dormer has "broken off his marriage" to Peter's sister,
Julia,&  but no previous mention had been made of an engagement* (This 
seems to indicate carelessness in the transfer from novel to play*)
The reason for the termination of the engagement is the same in the 
play as in the novelt Nick had decided to leave the world of politics, 
and to devote his life to painting, but Julia did not like art* New 
lines in the play make it dear that Nick took a long time to make up 
his mind before taking his decisive step in favor of art*
It was James's intention that the interest of his novel should 
be divided between Miriam Rooth and Nick Dormer, both of whom— and par­
ticularly the latter— personify the conflict between the world and 
a r t * jn the play, Nick has been relegated to a secondary character, 
and the leads are dearly Miriam Rooth and Peter Sherringham*
^Hubert Griffith, The Tragic Muse (Londont Allen and Unwin* 
Ltd., 1927), p. 7 8 . ----- ------
^Henry James, The Art of the Novell Critical Prefaces, pp* 79- 
65* (James's Preface io the definitive New York e&tlon of The Tragic 
Muse*)
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The romantic interoat in the play is focussed on Miriam Rooth 
and Peter Sherringham. In the later part of the play, Basil Dashwood, 
a member of the theatrical company, is always around the house, but 
Miriam treats him lightly* (In the novel, Miriam married Basil*) Nick 
Dormer and Oabriel Nash merely form part of Miriam's entourage* There 
is no romance between Biddy Dormer and Peter Sherringham, as there was 
in the novel; and, as mentioned previously, the engagement between Nick 
Dormer and Julia Dallow is all but lost in the transfer into the play.̂ b
Many of James's subtler points have been lost in the dramatisa­
tion process. All of the family involvements growing out of Nick 
Dormer's relationship to Julia have been eliminated* The memorable 
scene in which Lady Agnes pleads with her eon, Nick, to marry the rich 
Julia for the sake of his family has not been utilised in the play. 
Indeed, after the first aot, Lady Agnes, Grace Dormer, Biddy Dormer, 
and Julia Dallow are never seen again* The faot that Julia* s influence 
and money were responsible for Nick's election to Parliament is not 
mentioned• Nick's elderly friend, Mr* Carteret, has been exoluded from 
the dramatic version* Therefore, there is no mention of Mr* Carteret’s 
financial help to Niok, or of the faot that he out Nick out of his will 
when the young man resigned his Parliamentary seat*
^Edmund Wilson, in his essay, "The Ambiguity of Henry James," 
stated that the engagement soene between Julia and Niok was the first 
"real soene • • • between a man and a woman" which James had up to that 
time written* Wilson made the observation that sex finally appeared in 
James's works after five years of playwriting* See 7* W. Dupee (ed.), 
The Question of Henry James (New Yorki Henry Holt and Co., 1PU5), P*
177, and p. iTO*
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The playwright has disregarded all of the gradual growth of the 
various situations at the beginning of the novel* There are no scenes 
at the art exhibition in Parls— a location vhloh James had used as a 
natural meeting place for his characters. Instead, the play opens at 
a point equivalent to Chapter Seven of the novel. Miriam's reoltation 
now serves to bring all of the major characters together. The play* 
wright, however, has bungled his opportunity by having over six pages 
of tedious introductions as the guests assemble.
The exposition in the first aot is necessarily new. The first 
lines which seem to have any point beyond mere urbanity are some taken 
from Jamest these oceur when Madame Carr6 is introduced to Mrs* Rooth, 
and the two women clash.There are also new sections at the begin­
ning of both the second and the third aotst it is necessary in both
instances for the playwright to provide information about what has 
ocourred in the interim.
Nothing new of any consequence has been added in the play. That 
is, there are no new incidents of any importance. There are, however,
a great many new lines* Griffith has supplied new lines for about half
of each of the first two acts, but he relies on James almost exclu­
sively for the material in the last act. In other words, the play 
progressively beoomes more and more Jamesian in style. Even so, Grif­
fith has made many changes in James's wording, and quite a number of 
minor transpositions of James's material* This statement must be 
understood in conjunction with the fast that Griffith has elected only
^Griffith, 0£. clt*, p. 18.
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to use those elements of the novel whioh beer directly on Miriam1 a act* 
ing career, and on Peter's unreciprocated love for her* It Is still 
possible, most of the time, to tell which is Janes's style, and which 
is Griffith's new material*
The over-all time covered by the events In the novel was nearly 
four years* The events of the play cover only a year and a half* As 
for the period, James placed his story In the late eighteen eighties* 
Griffith did not specify any date, but, presumably, the play was played 
contemporaneously— that is, in the nineteen twenties* It may be noted, 
in this connection, that Griffith replaced carriages with cars and 
taxis*
In dramatising James's work, Griffith has lost many of the au­
thor's subtle points* The omniscient author has vanished, and with him 
has gone his insight into many of the secondary characters! especially 
reduced in scope are Niok Dormer, Lady Agnes, Biddy Dormer, Julia Dal- 
low, and Gabriel Nash* Gone, too, are James's tricks for creating the 
feeling of verisimilitude* (For example, at the end of the novel, James 
treats as familiar to the reader the more recent developments in 
Miriam's theatrical career, and he seems to assume that the reader 
knows all about the reoent exhibition of Nick Dormer's portrait of 
Julia Dallow*)
Summary
In comparing Hubert Griffith's play, The Tragic Muse* with 
James'a novel of the same title, the following items may be summarised*
I. Staging*
A* Oriffith's play ia in three acta, and it ia divided into five 
scenes* Three aettinga are requiredt a drawing room at the 
British Embassy in Parisj the Foyer dee Artistes at the 
Comddie Frangalaej and the garden of a house in St* John's 
Wood, London*
B* Technically, this would be a simple show to run* Few sound 
effects are needed) the lighting ia limited to two simple in­
teriors, and to an exterior set whioh is seen in morning 
light, in the late afternoon, and at midnight* The script 
calls for two items which might be more difficult to providet 
a fireplace with biasing logs, and a portrait of the great 
actress, Rachel*
II* Hubert Griffith's handling of the material of James1a novel!
A* The action of the play begins at a point equivalent to Chap­
ter Seven of the novel, and it extends to the beginning of 
the last chapter (Chapter Fifty-one)* However, the story 
has been severely cut* All of the subplots have been elimi­
nated, and only those incidents related direotly to the ca­
reer of the rising actress, Miriam Rooth, have been retained*
B* No scenes of any consequence have been added in the play, 
although it was necessary for the playwright to write a new 
exposition, and to write new lines for the opening of both 
the second and the third acts*
C. The number of characters has been reduoed from over forty to 
seventeen, plus a few extras and "bit" parts* All of the
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major characters have been retainedj and, with one minor ex­
ception, they keep their original names*
D. Beoauee ao much of the novel has been cut, a shift of em­
phasis has ocourred• In the novel, Niok Dormer was as impor­
tant to the author*s purpose as was Miriam Rooth* In the 
play, Niok merely forms part of Miriam's entourage. The 
leads are clearly Miriam and Peter Sherringham*
E* A great many new lines have been written into the play— par­
ticularly in the first two aots* As the play progresses, the 
playwright relies more and more on James for dialogue* It is 
usually possible to tell which lines are based on James, and 
whioh are not.
F* The over-all time covered by the events has been reduced from 
nearly four years to a year and a half* The period has been 
changed from the late eighteen eighties to the nineteen 
twenties* (The playwright did not specify the date, but in­
ternal evidence indicates that the play was performed con­
temporaneously. )
G* The progression of the central plot is essentially the same 
as in the novel* However, because so much of the original 
was out, the major supporting characters have lost their 




Nothing of consequence has been added in the dramatic version. 
However, the playwright had to write a great many new lines in order to 
pieee the play together.
IV. Lostt
A. The omniscient author has vanished.
B. Many of James's subtle points have been lost.
C. James's tricks for creating the feeling of verisimilitude 
have disappeared.
D. The most severe loss is in the depth of the characterisations. 
This is particularly true of Nick Dormer, Lady Agnes, Biddy 
Dormer, Julia Dallow, and Gabriel Nash.
E. All of the family involvements growing out of Nick Dormer's 
relationship to Julia Dallow have been eliminated. Their on- 
gagement is all but lost in the transfer from the novel, and 
nothing about the fact that Julia's influence and money were 
responsible for Nick's election to Parliament is included in 
the play.
P. Memorable scenes involving Lady Agnes are not used.
G. Mr. Carteret is not even mentioned.
H. There is no romance between Biddy Dormer and Peter Sherring­
ham} and there is no marriage between Miriam Rooth and Basil 
Dashwood in the play.
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111. AND IV. 11 THE TURN OF THE SCREW* AND *THB ASFERN 
PAPERS,» TWO DRAMATIZATIONS BY ALLAN TURPIN
In 19UO, Allan Turpin, an English writer, conceived the idea of 
adapting James*6 two short novels, The Turn of the Screw and The Aspern 
Papers, into two one-act plays "designed as a double bill."3̂  Subse­
quently, Turpin*s play, "The Turn of the Sorew," was produoed profes­
sionally in London by the Arts Theatre Club, in October of 19U6.3? In 
19b8, both plays were presented as a double bill by an amateur dramatic 
club in New York City.3®
Neither of these two plays has been published, but the play­
wright was kind enough to lend manuscripts of each to the writer of 
this dissertation for study and analysis.
The plots of James's two novels, and the history of their 
origins, may be found in later sections of the present chapter, under 
their respective titlesSince the later dramatisations are better
^In a letter from London, dated December 17, 1965, and addressed 
to the writer of this dissertation, Allan Turpin said, "The plays were 
designed as a double bill, the same actresses to play the leading parts 
in each. I never saw either story as suitable for full length treat­
ment, and more recent versions have not converted me."
^The Arts Theatre Club is a professional theatre which is run 
as a so-called "club," for purposes of avoiding the censorship of the 
Lord Chamberlain's office.
38The plays were produced by a group known as the Snarks— using 
the premises of the Amateur Comedy Club in New York.
39‘"Section VI covers The Innocents— the dramatisation of The Turn 
of the Sorew by ViUiam Archibald} and Section C  is devoted to Tftchaei 
Redgrave's dramatisation of The Aspern Papers.
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known| it seems more convenient that the sections dealing with them 
should be complete within themselves*
Allan Turpin* s "THE TORN OF THE SOW"
Allan Turpin's one-act play, "The Turn of the Screw," is divided 
into seven scenes, and it requires two settings* Most of the scenes 
are laid in the hall at Bly, a country house in Essex) taut Scenes iii 
and vi take place by the lake on the estate* (The script is not very 
speoifle about the lake setting, but presumably it could be played in 
front of a drop downstage* At any rate, Scene vi is only three pages 
long, which would make a fast change of scenery desirable.)̂ 0
Technically, this would be a fairly easy show to produce* Sound 
effects include off-stage piano playing— by Miles) distant thunder; and 
the sound of a carriage approaching and leaving the house* The light­
ing outside the window changes with the time of day and the season) and, 
in one scene, moonlight streams in at the window* When the ghost of 
Quint is present, the light from the window is "gradually obscured, as 
if by a presence standing outside and looking in»ŵ  This is the scene
^tn the letter to the present writer, dated Deember 17, 1965, 
the playwright indioated that the play lasted for about an hour and a 
half in the London production* "The theatre wanted an interval and I 
didn't* It breaks the atmosphere*" Apparently, the playwright had his 
wish granted in the New fork produotiont the program— supplied by Dr* 
Leon Edel, of New York University— indicated only one intermission, and 
that was between the two plays*
^Allan Turpin, "The Turn of the Screw" (unpublished manuscript),
ii, 1.
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in whioh Quint is first soen by the governess*^ At ons point in the 
play, the heavy window our tains stir restlessly* All of these offsets 
should help to oreate an eerie atmosphere*
The basic plot is exactly the same as in James's novel, except 
that the prologue has been omitted* James's tale was introduced as a 
ghost story told at a Christmas house party! the play opens at the 
moment of the governess's first arrival at Bly* There are only four 
oharaoters seen in the playt the unnamed governess) Mrs* Orose, the 
housekeeper) and the two children, Flora and Miles* They are exactly 
the same as they were in the novel* References are made to other serv­
ants in the houses Luke, Briggs, and some maids. The children's uncle 
(Uncle Tom) is merely mentioned* Visitations by Quint are limited to 
two "appearances* at the window, and Miss Jessel is "seen" in both of 
the scenes at the lake* (The figure of Miss Jessel is presumably off­
stage in the wings, or out in the audience area*) Quint's appearance 
on the tower is only alluded to in the play* Eliminated are James's 
manifestations of both figures on the staircase, and that of Miss 
Jessel in the schoolroom*
Almost every word of James's dialogue is incorporated verbatim 
into the play* The playwright has been able to oombine bits of
U2The oast list does not indicate that an actor is needed for 
Quint* Quint's presenoe is felt in Scenes ii and vii* In the later 
scene, Quint appears at the window twioe, and the stage directions 
refer to him there as "the vile figure of Quint" (vii, 10)* However, 
since the window is located in the lert wall of the set, the shadow 
device could again be used* (In the later dramatisation by William 
Archibald, an actor and an actress are required to represent the two 
ghosts* In the opera by Benjamin Britten, the two ghosts have singing 
roles*)
320
dialogue whioh were originally spread out over sundry occasions, and 
thus the number of incidents or scenes, in the French sense, has been 
considerably reduced. This condensation of the episodes is plausible 
except in one instanoei in the final scene of the play, after the 
governess has told Mrs* Qrose to take Flora to London, there is exactly 
one more page after Mtb* Orose leaves the room before the carriage is 
heard departing* (However, if the lights were dimmed to indicate a 
passage of time, the soene would be believable*)
Only in the exposition has the playwright had to invent much new 
dialogue* Some six pages of the opening soene are new* In the later 
scenes, only a sprinkling of new lines has been necessary* Of his two 
Jamesian dramatisations, Allan Turpin wrote,
I used as much as possible of the original dialogue* To be as.
James as one oould seemed to me the whole point of the affair.*^
The necessary new lines match the style of the original work remarkably 
well*
James indicated that the children learned "pieces11 by heart and 
amused their governess by reciting them* Playwright Turpin has speci­
fied that Miles shall recite the opening lines of Richard III. Miles's 
piano playing has also been utilised in the play*^4
There is no prologue in the play, although there was in the 
novel* The action begins with the arrival of the governess at Bly, and 
it continues over a period of about five months* This is approximately
^̂ Turpin's letter of December 17, 1965, to the writer of this 
dissertation*
Sbid. Turpin mentioned that in the London production Miles 
played Mosari's Turkish Maroh* "whioh I always find rather sinister*"
321
the sana span of tin as that of the original work* The data spaoifiad 
in tha play is 181*0, and this is the period whioh Jans had in mind.^
Despite tha faot that Allan Turpin1a play is so faithful to tha 
Jamesian dialogue, it has lost tha atmosphere of ambiguity of tha ori­
ginal* Perhaps this is inevitable in an objeotive presentation* Tha 
original work was written in the first parson, and the events were seen 
from the point of view of the governess*
Summary
In comparing Allan Turpin's play, "The Turn of tha Screw," with 
James's novel of tha same title, tha following items may be summarised*
I. Stagingi
A* Turpin's play ia in one aot, and it is divided into seven . 
scenes* Two sets are required! the hall at Bly, a country 
house in Essex) and the banks of a lake on the estate*
B* The stage effects are relatively simple* The sound effeots 
include piano playing (off-stage), thunder, and a carriage 
arriving and departing* The lighting outside the window 
changes from soene to scene, and it is gradually obsoured by 
the presence of Quint's ghost* A practical oil lamp is 
needed* The window ourtains should stir on cue*
^James's The Turn of the Screw was first published in 1898*
The internal evidence in tKe prologue places the main events quite a 
bit earlier than 1850,
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II* Allan Turpin* a handling of the am trial of James's novel*
A* The plot la Just the same aa In the novel, but the prologue 
haa been omitted. The play opena with the arrival of the 
governeaa at Bly*
B* Nothing of importance has been omitted in the play* The 
number of ghostly visitations haa been reduced) and the play­
wright haa been able to join dialogue whioh appeared origi­
nally on many separate oeeasiona*
C* There are only four characters in the playi the unnamed 
governess; Mrs. Grose) and the children, Flora and Miles*
They are all the same as they were in the novel*
D* James's dialogue is incorporated verbatim into the play— with 
very little left out* The only new dialogue beyond a scat­
tered line or two, is that needed for purposes of expositions 
this amounts to about six pages* The style matches that of 
Jamea remarkably well*
E* Turpin has made concrete Miles'a playing of the piano, and 
his reeitation from Shakespeare*
F* The over-all time of the events, after the arrival of the 
governess which opens the play, is the same as in the origi­
nal* It covers more than five months*
III* Gainedi
Since the playwright's intention was to remain as close aa 




The point of view of the governess has been lost in the objec­
tive presentation of this dramatised version. Gone, too, to a large 
extent, is the original's atmosphere of ambiguity.
Allan Turpin's "THE ASPERN PAPERS*
Allan Turpin's one-act version of James's The Aspern Papers is 
divided into six scenes, and it requires two settings. Scenes i, iii, 
v, and vi, are laid in the parlor of Miss Bordereau's home in Venice. 
Scenes ii and iv take place in the garden outside the parlor w i n d o w s . ^
Technically, this would be a very siiqile show to produoe. Sound 
effects are limited to a few off-stage voices, the sound of a olook 
striking, and the ring of the doorbell. In the exterior soenes, the 
controlled lighting must show sunset fading into twilight, and then 
into night. Indoor scenes take place both during the day and at night. 
A practical oil lamp is required.
The only part of the novel which seems to have suffered in the 
transfer to the stage is the opening. In the novel, the editor plotted 
and schemed with his friend, Mrs. Prest, before he entered Miss 
Bordereau’s home for the first time. At the opening of the play, Mrs. 
Prest and the editor come together to call unexpectedly on Miss Tina, 
and the result would possibly be as confusing for the audience as it is
k^On page ii of the unpublished manuscript of "The Aspern 
Papers," Allan Turpin made a note, "The parlour and the garden may be 
incorporated in one set."
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for Miss Tins* The nines of the characters are not divulged until the 
third and fourth pages.
The number of charaoters in the play is six, and, with the ex­
ception of the editor* their names are the same as in the novel.
James's unnamed editor is now oailed Adams* and he assumes the name of 
Grant to disguise his identity during the early scenes. The other 
characters are the editor's friend* Mrs. Prest; Miss Bordereau-aged 
eighty-five; Miss Tina (Miss Bordereau's niece)Olimpia* the maid; 
and an Italian doctor. Additional voices are needed for sounds heard 
from the canal— a man singing* and the cry of a gondolier. The script 
also indicates that Olimpia holds a conversation out of the window with 
a friend* and* presumably* the friend's voice should answer. No lines 
are provided for this scene* however.
Other charaoters from the novel are mentioned in the play* but 
they are not seen on-stage. These include Adams' servant (called Paolo
•r -
in the play* but Pasquale in the novel); Adams' gondolier; and the 
publisher, John Cumnor, among others.
The basic plot of the play is the same as that of the novel. 
However* the playwright has added a number of brief scenes for Mrs. 
Prestt this character* in fact* is used as a tool. Mrs. Prest comes 
with Adams on his first visit to Miss Bordereau's home. Then she con­
veniently has to hurry off to keep another appointment. This same 
procedure is used twioe more in the play* so that Mrs. Prest's brief 
appearances serve to join— or to separate— pieoes of Jamesian dialogue
k^In the original 1688 edition of James's novel* she is called 
Miss Tita. In James's revised edition* 1908* she is named Miss Tina.
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which originally occurred on sundry occasions* At the end of the play, 
while Mrs* Prest is conversing with Adams on-stage, Miss Tina sup­
posedly burns the all-important "papers" off-stage— in the kitchen.^®
In all, the play contains only some eight or nine pages of new 
dialogue, and almost half of this occurs in the final scene* That is, 
for the aforementioned soene between Mrs* Prest and Adams, during which 
Miss Tina burns the "papers" off-stage*
Despite the fact that the action is confined to only two loca­
tions in the play, almost every word of James's dialogue has been used 
verbatim* Such ohangea as do occur In the dialogue are minor in 
nature.^
In "The Aspern Papers," as in "The Turn of the Screw," Turpin's 
dialogue matches the style of James's remarkably well*
Several of James's scenes have necessarily been relocated* 
James's important conversation between Miss Tina and the editor during 
their excursion in Venice, is now delayed until their return. This is
In a letter dated January U, 1966, and addressed to the writer 
of this dissertation, Allan Turpin indicated that in the version of his 
play, "The Aspern Papers," which was produoed in New York, the papers 
were burned on-stage* (This is also what happens in the Michael Red­
grave dramatisation of the same James novel*) However, Turpin further 
stated that he had at one time "had an idea of attempting to lengthen 
The Aspern Papers in order to be able to offer it as a three act play* 
T didn't like the padding and dropped the idea." Mr* Turpin "reassem­
bled the bits" in order to let Miss Steer have "a oopy that Is almost 
identical with the one produced* The only difference is that in the 
first version the papers were burned on (pn-stage), whereas they are 
now burned off • • • •"
ho'A oareful comparison of Turpin's play with both editions of 
James's novel shows that the playwright relied on Janes's 1906 revised 
edition of The Aspern Papers*
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joined onto Miss Bordereau's third interview with the editor, in whioh 
she shows him the miniature portrait of Jeffrey Aspern.
The over-all time of the action of the play is four months, and 
the year is 1685. This corresponds to the four and a half months, or 
more, of the novel, and the year Is approximately that which James had 
in mind in his 1888 novel.
- In this dramatised version of The Aspern Papers, nothing of sig- 
nificance has been added to James's work. The new soenes for Mrs. Prest 
serve merely as the playwright's method of joining various pieoes from 
James. On the other hand, the omission of the preliminary plotting be­
tween Mrs. Prest and the editor makes the opening of the play a little 
abrupt, and it might perhaps be momentarily bewildering to an audience.
Although Adams almost never leaves the stage, there is no at­
tempt to preserve the first person, point-of-view method of James's 
novel. (While Adams is off-stage momentarily, no action of any sig­
nificance whatsoever goes forward.)
Summary
In comparing Allan Turpin's play, "The Aspern Papers," with 
James's novel of the same title, the following items may be summarised.
I. Stagingi
A. Turpin's play is in one act, and it is divided into six 
scenes. Two sets are required! the parlor of Miss Bordereau's 
home in Venicej and the garden outside.
B. Technically, this is a simple show. The only sound effects 
are a few voioes off-stagej a clock striking} and a doorbell.
•
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Outdoor lighting effects ere limited to daylight, sunset, and 
moonlight) interior scenes take place both in daylight and at 
night. A practical oil lamp is required.
II. Allan Turpin*s handling of the material of James1a no veil
A. The basio plot of the play is the same as that of the novel.
B. Several new and brief soenes have been added for Mrs* Prest.
She is used as a tool by the playwrights her visits serve to 
cement pieoes from James together* However, the mechanics of 
getting Mrs* Prest on and off the stage are not always con­
vincing*
C. Beoause the playwright has omitted the preliminary plotting
between the editor and Mrs* Prest, the opening of the play
seems rather abrupt and confusing.
D* Beoause the motion is confined to only two settings, some of 
James's incidents have been relocated*
E* There are six charaoters in the playt Adams (James's unnamed 
editor); Miss Bordereau) Miss Tina) Mrs* Prest) the maid, 
Olimpia) and the doctor. They are the same as their proto* 
types*
P. Almost every word of James's dialogue (from the 1906 edition) 
has been used verbatim, except for minor changes— suoh as 
contractions* In addition, playwright Turpin has added some 
eight or nine pages of new dialogue. The styles match re­
markably well*
0. The action of the play extends over four months in 1685, 
whioh is about the same time period as James had indioated*
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III, Gained>
Nothing of importance has been added to James's work. The new 
soenes for Mrs. Prest merely serve to join together pieces of the 
original* or to help the action along.
IV. Lost!
A. The omission of the preliminary plotting between Mrs. Prest 
and the editor makes the beginning of the play seem abrupt 
and a little oonfusing.
B. There is no attempt to preserve the first person; point-of- 
view method of James's novel.
V. THE HEIRESS BY RUTH AND AUGUSTUS GGETZt 
BASED ON JAMES'S WASHINGTON SQUARE
On February 21; 1879; James recorded in his notebook an aneodote 
told to him by the famous English actress, Fanny Kemble. The story 
concerned the engagement of Fanny's brother; Henry, to a "dull, plain, 
oommon-plaoe girl . . .  who had a handsome private fortune.*'*® The 
girl's father, the Master of King's College, Cambridge, objected to the 
proposed marriage on the grounds that the young man was only interested 
in his daughter's money. Mrs. Kemble herself had advised the girl not 
to marry her brother— a "handsome, selfish, impecunious soldier.
When the father threatened to disinherit his only daughter, Henry 
Kemble had disentangled himself and had gone off with his regiment.
^^atthiessen and Murdock, og. oit., p. 12.
%bid., p. 13.
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Some ten years later* Henry returned to England* He once more ap- 
proaohed the girl on the question of marriage— her father having died 
in the meantime*
She refused him— it was too late* And yet* said Mrs* K** she oared 
for him— and she would have married no other man* But H.K.'s 
selfishness had over-reached itself and this was the retributionof time.52
Barely a year and a half after making this entry* James pub* 
lished his novel* Washington Square*^ He transferred the setting of 
the story from England to New York City* and he added extra characters 
to fill out the story* The Cambridge master was transformed into a 
doctor* and the daughter beoame Catherine Sloper.
Of Washington Square* F* W* Dupee made the observation*
[James] chose to treat Catherine Sloper1s story more as a family 
story than as a love storyj her aunt and her father are quite as 
important as her faithless suitor* It is a small subject* and an 
unmistakably psychological one) and James explores it to perfec­
tion* neither slighting his situations as he had done earlier [in 
his career]« nor too industriously ransacking them as he was some­
times to do later on*5u
James thought of Washington Square as one of hie lesser novelet
he did not even inolude it in the definitive New York edition of his
works* Joseph Warren Beaoh points out*
[Washington Square] is anything but a typical work of James* • • • 
the teonnique on the whole is much more suggestive of Mr* Howells
52Ibid.
^̂ Washington Square made its first appearance in serial form in 
Cornhill MagtiineT"June-November* i860* and in Harpers New Monthly 
Hagaslne* July-fteoember. I860* The first edition in book'form was pub* 
lished by Harper and Brothers* New York, in December of the same year* 
(Edel and Laurence* og. oit** pp. 50-51* and p« 317*)
£̂ F* W* Dupee* Henry James ([New York] t William Sloane Associ­
ates* 1951), p. 63. ----
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than of the author of "The Portrait" and "The Ambassadors*" • • • 
"Washington Square" is a very simple account of the love affair of 
a very simple woman*55
Washington Square opens with three chapters devoted to a resumf 
of events preceding the story proper* Here James presents a picture of 
the early married life of the prominent New York physician, Dr. Austin 
Sloper* Dr* Sloper had married a beautiful and rich woman, only to have 
the sorrow of losing her some five years later* The marriage had pro­
duced two children! a boy who had died at the age of three, and a girl* 
The mother had died less than two weeks after the birth of the aeoond 
child, and the little girl had been given her mother's name, Catherine* 
When the child was aged ten, the dootor invited his widowed sister, Mrs* 
Lavinia Penniman, to live with them in his house in fashionable Washing­
ton Square*
Catherine was plain and dull, but affectionate and obedient* At 
the time when the main events of James's novel begin, Catherine was 
twenty-two* She was very shy and quiet, yet she was inclined to over­
dress— perhaps as a compensation for her personal reserve*
Catherine reached her maturity around 1850* James is not quite 
specific about the date*
Dr* Sloper had a second sister, a Mrs* Almond, who lived further 
uptown* Her youngest daughter, Marian, beeame engaged at the age of 
seventeen to a young stook-broker, Arthur Townsend* It was at Marian's 
engagement party that one of the moat significant events in Catherine's
Joseph Warren Beach* The Method of Henry James (Philadelphia! 
Albert Saifer, 1951*), p. 228. ------ ------
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life occurred. She met and fell in love with Morris Townsend, a oousin 
of Arthur's*
During the weeks that followed, Morris was a frequent caller at 
Washington Square* Morris, a very handsome young man "upward of 
thirty,had no money and no prospects* He lived with his widowed 
sister, Mrs* Montgomery, on Second Avenue, and he served as a kind of 
tutor to her five children*
Dr* Sloper put Morris down as a fortune hunter* When Catherine 
announced that she and Morris were engaged, her father was most dis­
pleased* The dootor visited Mrs* Montgomery, and from her he gained 
confirmation of his belief that Morris was selfish* Mrs* Montgomery 
frankly warned the doctor not to let his daughter marry Morria*
Catherine's Aunt Penniman became Morris's confidante* She ad­
vised him to make a secret marriage to Catherine* Catherine told 
Morris that her father would disinherit her if they married, but she 
would still have an annual income of ten thousand dollars whioh had 
been left to her by her mother* Mrs* Penniman, meanwhile, changed her 
advice, for now she thought that Morris should bide his time until the 
doctor's attitude softened*
When Catherine told her father that she expected to get married 
soon, he asked her to put it off for six months and go to Europe with 
him* This the girl consented to do* However, their trip lasted twelve 
months instead of only six*
^Henry James, Washington Square (New fork! Dell Publishing Co*, 
1959), p. U6*
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When the Slopers returned from Europe* Morris found that the 
father was as implacable as ever* The young man tried to get out of 
hie engagement gracefully by saying that he had to go to New Orleans 
on business* but Catherine knew that he wae leaving her*
Catherine told her father that it was she who had broken off the 
engagement* However* Dr* Sloper developed the idea that the girl and 
Morrie had some kind of arrangement* and that they would get married
after he died* This idea grew upon him* and it was reinforced by
Catherine's refusal of other suitors in the years whioh followed* 
Eventually* when he was sixty-eight years old* the doctor broke his 
silence about the matter* and he asked his daughter to promise that 
she would not merry Morris after his death* The request injured 
Catherine's pride* and she refused to promise* About a year later the 
doctor died* and it was learned that he had changed his will so that 
Catherine received only one fifth of what had originally been left to 
her* The wording of the document showed that it was Catherine's re­
fusal to render her promise about Morris that had made her father
change his mind*
Catherine was to see Morris onoe more* During the summer of 
the year following Dr* Sloper's death* Mrs* Penniman informed Catherine 
that she had seen Morris* and that he was anxious to see her* A week 
later Morris called at Washington Square* on the aunt's invitation* 
Morris was by then a man of forty-five* with a "glossy perfumed 
b e a r d * a n d  thinning hair. Twenty years had passed since Catherine
*7Ibid., p. 20U.
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had saan him, and aha asked him clearly not to call again* Then, after 
ha had gona, she seated herself at her fanoy-work— * for life, as it 
were*"̂ ®
Unlike many of his later works, James wrote this novel simply 
and objectively. The author referred to himself with tha pronoun "I," 
and he addressed the reader directly. The sections of the novel were 
not presented from the point of view of any one particular oharaoter.
In 191*7, a dramatic version of Washington Square appeared on 
Broadway* The title of the play was The Heiress, and the dramatisation
was written by Huth and Augustus Goetz.
The Heiress is divided into two acts, and it has a total of 
seven soenes* The aotion takes place in a single setting! the front 
parlor of Dr* Sloper's house in Washington Square*
The staging called for in Tha Heiress is quite simple* Thera 
are no problems beyond a few sound effects> the doorbell rings, and 
the front door is heard opening and closing at various times* A spinet 
is played off-stage in tha opening scene* Carriage wheels are heard 
approaohing the house, or leaving it* Only in the elopement soene,
Aot II, Soene ii, are the sound effects really used to enhance the 
actions a nearby ohuroh clock is heard chiming the quarter hours as
Catherine waits for her lover, and twice the sound of a passing car­
riage makes Catherine think that Morris has come for her* General 




In transferring the novel to the stags, Ruth and Augustus Qoets 
have presented Catherine unmistakably aa the central figure. The new 
title, The Heiress, seems to signify their intent.
In an unpublished doctoral dissertation written at the Univer­
sity of Wisconsin, Thomas Napieoinski states,
In a preface to the British published edition of the play, Sir 
Ralph Rlohardson, who played the role of Doctor Sloper in the Lon­
don production, writes of a conversation he had with the adapters. 
In this conversation, aooording to Richardson, the Ooetses said 
that they considered Henry James a precursor of Freud, an artist 
who had got a glimpse of some of the same truths as Freud and had 
revealed them in his art years before the scientific mind had uni­
fied and codified them. That the playwrights saw Washington Square 
entirely in terms of Freudian psychology at least partially ex­
plains why, in The Heiress, they change Henry James' oomplex and 
many-faceted story into nothing much more than a case history of 
an abnormal father-daughter relationship.59
In his analysis of the play, Napieoinski stresses the change in 
theslst James's purpose, he feels, was to present a sociological pic­
ture of a certain type of household produced by the fashionable New 
York society of the period. The doctor was the central figure of the 
novel, while the daughter has become the focal point of the play,̂ ®
In converting James's novel into a play, Ruth and Augustus Qoets 
have maintained the same central characters with the same names. 
Catherine and Marian are a little older in the play, and Morris is 
somewhat younger than in James's book. The "servant" is now called 
Marla, and the part is quite well developed. The Qoetses present Maria 
aa a solicitous and genuine little person. There is also mention of an
^Thomas Henry Napieoinski, "The Dramatisation of the American 




off-stage cook, to whom there le no parallel in the original work* Mra* 
Almond10 progeny and the five children of Mrs* Montgomery were never 
personaliaed by James, and they do not appear in the play*
The play opens when Catherine and Morris first meet* The oc­
casion is not now an engagement party, but a simple family gathering*
Ae in the book, the ocoasion serves to introduce Marian's new fianoS, 
Arthur, to the family, and Arthur has brought along his cousin Morris* 
The rest of Act I is devoted to the development of the romance between 
Catherine and Morris, and to her father's opposition* The act ends 
with Dr* Sloper's proposal that Catherine should go to Europe with him* 
Aot II opens six months later when the Slopers return from Eu­
rope. Morris proposes to Catherine that they elope* The girl makes 
the mistake of telling Morris that her father will never be reconciled 
to the marriage, and that they must depend on him for nothing* In the 
aeoond scene of this aot, Catherine is all packed and ready to elope) 
then, in perhaps the most poignant scene in the play, Catherine real­
ises that she has been jilted, and that Morris never loved her at all* 
In the third scene, Dr* Sloper is ill, and he tells Catherine that he 
will not recover* The last scene of the play takes place two years 
later, and the doctor has died in the interim* Morris turns up, and 
again he asks Catherine to marry him* She takes her revenge by con­
senting, and then, when he arrives to take her away, she coolly bolts 
the door and goes upstairs*
The year at the beginning of the play is 1650, This makes the 
date of the main action about the same as in James's novel, but the 
over-all time is greatly condensed* James's story, whioh extended over
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forty years, has been reduced to less than three years in the play.
The only significant time change, however, is the shortened Interval 
between Morris's disappearance and his return following the doctor's 
death* In the novel* Morris had married someone else* and he had come 
back a widower after twenty years* but in the play Morris returns after 
a two-year absence.
A few important incidents of the novel whioh took place in other 
looations have now been transferred to Or. Sloper's home. These include 
the opening party scene; Or. Sloper's visit to Mrs. Montgomery; and part 
of a conversation which originally took plaoe in Liverpool between Dr. 
Sloper and Catherine.
A high percentage of the dialogue of the play is transferred 
directly from James's novel. Whole conversations are lifted in toto. 
There are also many new lines in the play* and the styles match re­
markably well. In many scenes of the play* conversations whioh took 
plaoe on separate occasions in the book are now combined into a single 
episode.
Some of the incidents of the book now appear in new relative 
positions. For example, the Coatses use the family gathering in the 
opening scene of the play to incorporate other incidental on this oc­
casion* instead of a few weeks later* Dr. Sloper questions his sister, 
Mrs. Almond* and learns of ths existence of Morris's widowed sister; 
also in this soene* Dr. Sloper asks Morris what kind of position he is 
seeking. The way is prepared for the European trip when the doctor 
says that he plans to attend a medical congress in Paris shortly. 
Morris's many visits to the house when he is wooing Catherine are
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condensed, in the play, to just three*—end only one of these visits is 
witnessed by the audience* The two occasions on whioh Dr* Sloper in* 
suited Morris in the novel are presented as one* Mrs* Penniman's story 
of how her olergyman husband had performed a secret marriage for a 
runaway couple is now deferred until after the doctor and Catherine 
have left for Europe* In the novel, this anecdote was the basis for 
Mrs* Penniman's plotting with Morris before the Slopers departed*
The Qoetzea have injected a considerable body of new material 
into the story* Some of this new material is in the play for purely 
mechanical reasons, and some apparently for the purpose of emphasising 
certain dramatic elements*
On the purely mechanical side may be listed the new opening of 
every scene, including the exposition at the beginning of the play* 
Other mechanical devices that the Coatses have inserted for purposes 
of staging include getting Morris out of the room momentarily in Aot 
I, Scene ii, on the rather obvious pretext that he has left a poem in 
his hat; also, the doctor sends Maria out with a note requesting Mrs* 
Montgomery to visit him) again, when Morris comes to ask Dr* Sloper for 
his daughter's hand, the doctor hurries his two sisters off to their 
marketing— this not only gets rid of the ladies, but it also provides 
an amusing moment* Mention must be made also of the Ooetaes' planting 
of the fact that Morris uses bay rum, in Aot I, Scene ii, so that the 
doctor may deteot the aroma in the room when he returns unexpectedly in 
a later scene*
The Ooetaes have created an effective dosing to Act I by ending 
with a strong contest between Morris and the doctor* In the last two
336
pages of the act, tha playwrights have combined thraa pieces of James's 
dialogue* the doctor's request to Catherine to give Morris upj her 
statement that they will marry quite soon, followed by the doctor's 
rejoinder, "Then it is no further concern of mine"and the doctor's 
invitation to Catherine to go to Europe with him. In James's version, 
however, these exchanges between father and daughter did not take plaoe 
in Morris's presence.
The biggest original contribution by the Ooetses is the elope­
ment scene. This is Aot II, Scene ii. In the book, the idea of an 
elopement remained a vaguely proposed plan. In the play, it marks the 
turning point for Catherine. She realizes that Morris has tricked her, 
that no one has ever loved her, and that no one ever will.^
Everything else that the Ooetaes have added is brief, and it all 
seems designed to heighten the dramatio impact of the play. In the 
first half of the play, all new items concerning Catherine increase the 
pathetic aspects of her position. Then, after the turning point of the 
elopement scene, all additions serve to emphasise the ohange in Cath­
erine— her oold oontrol of all situations, and her new and rather com­
manding manner.
Anyone who has seen the play performed will remember the impact 
of the business surrounding Catherine's red satin dress in the first 
act. This dress was described in James's novel as evidence of
^Huth Ooets, and Augustus Ooets, The Heiress, Acting ed. (New 
York* Dramatists Play Service, el9U8), p.~U&; and James. Washington 
Square, p. 131.
620oetz, 0£. pit., p. 66.
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Catherine'a tendency to dross overelaborately* However, in the ploy#
the Ooetses have used the dress as a means of oruelly contrasting
Catherine with her dead mother*
CATHERINE* I thought you would like the color* It is cherry 
red* My mother used to wear it*
)CtS* PENNIMAN* In her hair ribbons * . •
DR* SLOPER. Oh • • • yes* But, Catherine, your mother was 
dark— she dominated the color.^3
Other little additions sprinkled through the first half of the play 
have the effeet of demonstrating Catherine's social awkwardness, her 
shyness, her diffidence, and the adverse effeot of her father's pres* 
enee upon her powers of conversation. Similar in effeot is Catherine's 
introduction to Mrs* Montgomery, whioh also never ooourred in the novel* 
Morris, in Aot I, Scene ii, deliberately makes use of Cath­
erine's shortcomings to ingratiate himself with her*
CATHERINE* I am not very good at this kind of conversation* 
MORRIS* Neither am I* I am afraid that is our trouble— I am 
not a glib man, Miss Sloper*
CATHERINE* I think you talk very well*
MORRIS* Never when I need it most, never when I am with you*
Oh, when I'm with Mrs* Penniman, or in my room at home, I can think 
of the most delightful things to say— Can you understand that?&b
Later the playwrights make Morris defend Catherine against her father 
about her lack of a musical ear* Morris says that a great appreci­
ation for musio is sufficient talent*^
Another addition in the play is Catherine's eavesdropping when 
Morris pays his formal call on her father at the end of Act I*




Catherine runs down ths stairs as Morris is about to dapart, and har 
father comments that she is "without dignityl*^
In the later scenes of the play, after the hoped for elopement* 
Catherine's manner changes* The following specific evidence of this 
ohange is new in the play* The girl's bitterness is seen as she says 
that she has no wish to go to her father's room when he becomes ill* 
During a transition period* Catherine makes exouses for Morrist she 
conceives the idea that he may be ill and unable to oommunicate with 
her* Catherine's real strength begins to show as she successfully 
hides from her cousin* Marian* that anything is the matter* Marian 
misses the irony about the trousseau that Catherine bought in Paris* 
and she innooently assumes that the baby clothes were bought for her 
awn coming child*
When the doctor reveals the seriousness of his illness* Cath­
erine's behavior is even stronger than it was in the novel* She tells 
him straight out that Morris has jilted her* and she does this in such 
a manner as to injure her father's pride* She says bitterly that she 
had lived with her father for twenty years before she realized that he 
did not love her* This scene closes rather melodramatically as Cath­
erine urges her father to alter his will while he is still well enough 
to do so* because she is not willing to promise that she will not "buy* 
Morris after her father's death*
By the last scene of the play* the ohange in Catherine is com­
plete* Catherine's caustic remarks to her Aunt Penniman and to the
66Ibid»» p. ue.
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servant, Karla, provide immediate evidence of the ohange in her* The 
audienoe oan see that it is Catherine who dominates the household*
When Morris comes to beg her to forgive him, the playwrights have pro­
vided a number of lines for Catherine whioh are ambiguous, so that the 
audienoe will not be quite sure from her ironic double meanings whether 
Catherine Is wavering or just playing with Morris* Even her gift of 
the ruby buttons seems ironio in its implications* In opposition to 
James's own ending, the Ooetaes have Catherine state that she will 
never sew another sampler, for she feels that she oan do anything now* 
The degree of her bitterness may be judged by her answer to her aunt's 
inquiry as to how she oan be so oruel.
CATHERINE* Tea, I oan be oruel* I have been taught by mas­
ters l67
(Perhaps the playwrights intended to recreate sympathy toward Cath­
erine's bitterness with this line*) The final action whioh the Ooetaes 
have provided for Catherine shows her strong willt she dismisses her 
aunt for the nightj she tells Marla to bolt the front doorj and then 
she mounts the stairs as Morris knooks on the door and oalls to her, 
while the curtain desoends*
Since the foregoing list of new material for Catherine includes 
the majority of the material whioh the Ooetses have added, their pur­
pose is clear. In order to make Catherine unmistakably the central 




To this end, the playwrights hare increased the number of lines 
contrasting Catherine with her dead mother* Also, the business of the 
mother*s looked spinet, which the doctor keeps tuned, is the Ooetaes* 
invention* So is the doctor's statement that he refrained from marry­
ing again in order not to interfere with Catherine's chance to develop 
into her mother's likeness*
There are a couple of additional new items concerning Morris*
His refined taste is visibly demonstrated in his admiration of the doc­
tor's Venetian glass, and in his own gloves of fine chamois* These 
gloves make a contrast to Mrs* Montgomery's poor ones* New in the play, 
too, is Morris's hiding below stairs when the Slopers come home unex­
pectedly from Europe, and most of the scene when he comes out of hiding 
and tells Catherine of his elopement plan* When Catherine says she 
does not care if she is disinherited, the Qoetses show Morris's desire 
to esoape as he suddenly inquires whether there was a noise, and then
he leaves in some haste*
On the other hand, the Ooetaes have omitted a fair amount of 
material whioh was not really essential to the progress of James's 
tale* As indicated earlier, all material prior to the time when Cath­
erine reached her maturity has been omitted* In the play, Mrs* Penni­
man has only recently come to Washington Square, instead of having 
lived there sinoe Catherine was aged ten* No mention is made of the 
little boy who died before Catherine was born. Oone are the little 
secret meetings between Mrs* Penniman and Morris— at an oyster saloon, 
outside a church, and so on— and the foolish aunt's constantly changing
advice to him* Cone, too, is the long, long period during whioh
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Catherine asked Morris to wait while she made up her mind what to do 
about their situation* The two serious talks between Dr* Sloper and 
Catherine in Europe have now been eliminated* although part of the 
Liverpool conversation is used in the play after their return.
After the return of the travelers* Morris no longer asks Mrs* 
Penniman to help him ease out of his engagement* and he no longer 
stages an unnecessary tiff with Catherine upon the occasion of his 
going to New Orleans "on businessIn the play* Catherine does not 
keep Mrs* Penniman in the dark about what happened to break her engage­
ment* and the girl does not visit Morris's house to make inquiries as 
to his whereabouts. Oone is the doctor1s growing suspicion that there 
is a private arrangement between Catherine and Morris to wait until 
after his death to marry* The doctor still attempts to make Catherine 
promise not to marry Morris after his death* but it is only three days 
after their return from Europe rather than nineteen years afterwards*
In the play* the doctor does not ohange his will to reduoe his daugh­
ter's inheritance*
Here and there* the Goetzes have added an amusing touch— proba­
bly for the purpose of lightening the whole evening if not for actual 
condo relief* Quite a number of new lines which demonstrate the doc­
tor's dry wit* always at the expense of others* have been added*
Amusing moments in the play include such things as the doctor's absent- 
mindedness when he starts to go into his offioe while still wearing his 
hat) the doctor's inquiry as to how Mrs* Penniman likes his cigars)
Mrs* Penniman's offer to come with Catherine on her elopement) the 
doctor's request that Mrs* Penniman be kept out of the sickroom unless
he goes into a oomaj and* in the final scene* Mrs* Penniman's amused 
wonder as Catherine attends to various ohores when, so Mrs* Penniman 
mistakenly believes* the girl should be making ready for her long de­
ferred elopement*
Summary
In comparing the play* The Heiress* by Ruth and Augustus Ooets* 
with James's novel* Washington Square* the following items may be 
summarised*
I* Staging!
A* The Heiress has two aots* and a total of seven scenes* Only 
one setting is required! the front parlor of Dr* Sloper's 
house in Washington Square.
B* The staging called for is quite simple* Sound effects are 
limited to a doorbell) the front door opening and olosing; 
a spinet played off-stage) carriage wheels) and the chimes 
of a church clock. General Interior lighting is needed* and 
a practical oil lamp is essential.
II* The Ooetaes1 handling of the material of James's noveli
A* The general progression of the plot is the same* However* 
there is a definite ohange in the emphasis* with Catherine 
now unmistakably the central figure*
B* There are many new incidents in the play* Two of the most 
dramatio scenes are newt the elopement scene) and the play's 
memorable closing moments* A few incidents have been added 
whioh serve to emphasize the pathetio aspects of Catherine's
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situation in the first half of the play, and the change in 
her oharaoter after she has been jilted*
C* Omitted from the play is James's introductory material about 
Catherine's childhood* Also eliminated are the scenes be­
tween Dr* Sloper and Catherine in Europe, although a small 
fraction of that particular dialogue has been retained* A 
few other minor incidents have also been omitted.
D* The main characters are the same, and they all retain their 
original names* The servant is now named Maria* There is 
an off-stage cook, who is a new figure in the play*
E, A high percentage of the dialogue la transferred in toto 
from the novel into the play* Many new lines have been added 
to the basic dialogue, and by far the majority of these new 
lines add to the dimensions of Catherine's character* The 
styles match remarkably well*
F* The over-all time is reduoed from forty years to a little 
less than three years* The only significant difference that 
this ohange makes is that it brings Morris back after an 
absence of only two years, rather than twenty years* The 
date of the main action, 1650, is the same*
0* There is some re-positioning of James's material, but nothing 
of real significance*
III* Qalnedt
A* Two of the most highly dramatic scenes in the play are en­
tirely the invention of the playwrights> the entire elopement 
scene, Aot II, Scene iij and the play's memorable closing
3h6
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momenta as Catherine mounts the stairs while Morris pounds on 
the front door*
B* There are some new amusing touches in the play, but these are 
entirely in aooord with the dry, ironio humor whioh James 
employed in his novel*
IV* Lost i
The frank author-reader relationship of the novel has been lost*
VI. THI INNOCENTS BY WILLIAM ARCHIBALD! BASED 
ON JAMBS'S THE TURN OF THE SCREW
Henry James's short novel, The Turn of the Screw, first appeared 
in serial form in the American magazine, Collier's Weekly, 27 January- 
16 April, 1896* Then, in October of I898, the novelette was published 
in book form, together with ‘"Covering End," under the general title of 
The Two Magios*^
In the preface to the 1906 definitive edition, James gives an 
account of the origin of The Turn of the Screw* The author recalls a 
country-house gathering at whioh ghost stories were told around the 
fire. 7 James's host vaguely remembered a story which had been told to
ZD
According to the Edel and Laurence bibliography of James's 
works, there are some minor revisions between the serial and book pub­
lications* (Edel and Laurence, eg* pit*, pp* 113-llU, and p* 331*)
^Hanry James, The Turn of the Screw (Now York! Charles Scrib­
ner's Sons, 1922), p. xlv.
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him as a young man, and whioh concerned the spirits of sons "bad* 
servants who had appeared to some children*
James regarded The Turn of the Sorew merely as a "shameless pot­
boiler,*1̂  and a "jeu d* esprit*
The first chapter of the novel serves as a prologue* In it, an 
author, writing in the first person, describes how he heard a certain 
story at a country-house gathering* The particular tale marked the 
oulmination of a series of ghost stories* One of the gathered company, 
Douglas, had sent home for a manuscript which was an account of certain 
events, as recorded by a governess, who by then was dead* By means of 
this prologue, James elaborately postponed the beginning of the actual 
story, while he built up the reader*s suspense*
The governess*s aooount covered a period extending from June 
till some time in the autumn of an unidentified year, some forty years 
prior to James*s prologue* Although the novel is written in the first 
person, the name of the governess is never revealed*
The governess had accepted a new position whioh involved looking 
after two orphaned children, Flora and Miles, at Bly, a oountry-house 
in Essex* The boy was away at school, but he was expelled and came 
home a few days after the governess*s arrival* No reason was given for 
the expulsion, and the governess refrained from broaching the subject*
?̂ The "host" is identified as the father of Arthur Christopher 
Benson in a letter from James to the younger Benson, dated March 11, 
1896* See Percy Lubbock (ed.), The Letters of Henry James (Londons 
Macmillan and Co«, 1920), I, 2o6t
^Lubbock, og* cit*, I, 308* (Letter to H* 0* Wells*)
^Ibid*, I, 306* (Letter to F* W* H* Myers*)
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The children were charming, and the housekeeper, Mrs* Grose, wee 
friendly, but the governess sensed hidden secrets and undercurrents. 
Twice the governess saw a strange man at Bly, and when she described 
him to Mrs. arose, the description fitted Quint, a dead valet. Next, 
the figure of the previous— but now dead— governess, Miss Jessel, ap­
peared beside a lake on the grounds, where Flora was playing while the 
new governess watched over her. The governess dearly saw the appari­
tion, but the child seemed to be unaware of its presence.
From Mrs. Grose, the governess learned that the children used 
to be constantly in the company of both Quint and Miss Jessel. Further, 
it was revealed that a state of intimacy had existed between the valet 
and the ex-governess.
The new governess took it upon herself to save the children from 
the evil influence of the two spirits. On one particular oooaslon, the 
governess tried to force Flora to admit that she too could see Miss 
Jessel, but the frightened ohild only screamed and sought Mrs. Gross's 
protection*
The governess then sent Flora and Mrs. Grose away to London, to 
the home of Flora's uncle. Alone with Miles, the governess questioned 
the boy about what he had done at school to cause his expulsion. Miles 
admitted only that he had "said things."^ While the governess was 
questioning the boy, the figure of Quint appeared at the window. Only 
the governess actually saw Quint. Miles seemed to fight for self- 
control as he breathed hard and perspired under the pressure of the
73james, Turn of the Screw, p. 306.
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governess's interrogation. Then the terrified boy went white with ap­
parent rage as he looked vainly around for the "horror" whioh the woman 
said was present* Finally, Miles oollapsed and died in the governess's 
arms*
These are the bare faots of the ghost story* Perhaps more than 
any other of James's novels, The Turn of the Screw has given rise to 
controversy* Recently, a number of essays arguing the pros and oons of 
varied interpretations were oollected and published under the title, A 
Casebook on Henry James's "The Turn of the Screw* T h e s e  essays were 
written between 1920 and 1959* The interpretations vary from Harold C* 
Goddard's hallueination theory, and his belief that the governess was 
insane} to a Freudian reading by Oscar Cargill, who labels the govern­
ess as a "pathological liar,"7-* and who believes that James based part 
of his story on the illness of his own sister, Alice, *hd~part on a 
oase-history in an early Freud publication} to Edna Kenton's theory 
that James proteoted his governess by the very naivety of her story} to 
the proposition by Edmund Wilson that the hallucinations of the govern­
ess were the result of a neurotic sex repression.7̂
^Gerald Willen (ed*), A Casebook on Henry James's "The Turn of 
the Screw" (New York* Thomas Y7 drowell Co*, ol^oOj*
7*Ibid.t p *  228.
7̂ These articles from the Casebook may be found in their origi­
nal souroes as followst
Harold 0* Goddard, "A Pre-Freudian Reading of The Turn of the 
Screw." Nineteenth Century Fiction. XII (June, 1957),"1P3^ (Serai? 
Willen gives the date of composition as about 1920*)
Oscar Cargill, "Henry James as Freudian Pioneer," Chicago Re­
view, X (Sumer, 1956), 13-29*
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James himself labeled his work s "bogey-tale," whioh
dealt with things so hideous that 1 felt that to save it at all it 
needed some infusion of beauty or prettiness, and the beauty of the 
pathetic was the only attainable— was indeed inevitable. But ah, 
the exposure indeed, the helpless plasticity of ohildhood that 
isn't dear to somebodyt That was my little tragedy • • . *77
To H. G* Wells, James wrote of the neoessary childish psychology 
of the governess, and of the "singleness of effect" whioh he felt was 
imperative*78 For this purpose, it was necessary, James said, to 
eschew all subjective complications in the governess's telling of her 
story*
In his prefaoe to the 1908 edition, James stressed the necessity 
for his tale to keep "on terms with itself,"7? and he spoke of its tone 
as of an "incalculable sort— the tone of tragic, yet of exquisite, 
mystification."80
In creating his "ghosts," James said he did not attempt to pre­
sent them in terms of to-day's psychical apparitions* Quint and Miss 
Jessel were not ghosts but demons filled with a "villainy of motive,"8*"
Edna Kenton, "Henry James to the Ruminant Readers The Turn of 
the Screw," The Arte, VI (November, 192lt), 2U5-255.
Edmund Vilaon, "The Ambiguity of Henry James," The Triple 
Thinkers (Revised and Enlarged Edition, New forks Oxford University 
frees, 19W), pp. 88-132.
In Willen's Casebook, the four articles may be found on pp. 2UU- 
272 (Goddard)j pp. 223-230 (Cargill)j pp* 102-llU (Kenton)| and pp. 115- 
153 (Wilson).
77Lubbock, og. oit., I, 30U-305.
78Ibdd., I, 306.
7?Jantes, Turn of the Screw, p. xvli.
6%bid., p. xviii. 8lIbid., p. xx.
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and "capable • . • of exerting, in respect to the children, the very 
worst motion small victims so conditioned might be conceived as subject 
to*"62
James's aim, then, as he expressed it in a letter to F. V, H« 
Myers, was "to give the impression of the communication to the children 
of the most infernal and imaginable evil and danger • • • ,®3 He 
sought to ereate a situation whioh should "reek* with evil,®̂  However, 
since there can be no absolute for the "utmost conceivabllity,"®̂  James 
felt that if only he could make the reader's "vision of evil"®® strong 
enough, make the reader think the evil— create it for himself, then he, 
as author, would be "released from weak specifications."®7 There was, 
said James, "not an inch of expatiation • • • from beginning to end," 
and he left his values as blanks except for "an excited horror, a pro­
moted pity, (andQ a created expertness,"®®
Note may be taken of James's use of the approximately Aristo­
telian terms "pity" and "horror" here, and they may be connected with 
James's expression of "tragedy" as seen in the "helpless plasticity of 
childhood."®9
In 19*0, William Archibald's play, The Innocents, based on Henry 
James's novel, The Turn of the Screw, opened in New York, The play is
®2Ibid., p« xxi. ®3l<ubbook, og. oit., I, 306.
®kjames, Turn of the Screw, p, xx.
®̂ Ibid.t p. xxi, ®®Ibid.
67Ibid„ p. xxii, ®®Ibld.
®9Lubbock, og, cit., I, 30$.
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in two acta and eight scenes--five of whioh form the firat act* The 
year ie apeoified aa 1880.90
So many of the c omenta tor a have concentrated on the governeaa
aa the oenter of the tragic events, that it is particularly intriguing
to find that William Archibald, in transferring the novel to the stage,
has consciously made the children the tragic figures* In Theatre Arts,
January, 1951, Archibald is quoted aa saying,
• • • I was moved by a deep compassion for the children. * * •
This transference of tragedy from the governess to the children is, 
I believe the greatest difference between the book and the 
play* . • • Not knowing the "why" of Henry James, I can only give 
my "because"t I wrote "The Innocents" for reasons of drama and for 
reasons of drama alone,91
The theatrical magaaine states, "For the stage Mr* Archibald 
chose ghosts rather than psychology, the externals rather than the
hidden Freudian m e a n i n g s ."92
The title of the William Archibald play, The Innocents, empha­
sizes the playwright's avowed intention to make the children the center 
of attention* Archibald has condensed the novel's action of many 
months into a period of only four consecutive days* The speed of the 
action of the play tends to negate any gradual psychological build-up 
in the governess's mind, although, in itself, the shortened time ele­
ment might not be enough to destroy the hallucination theory* However,
?°The Turn of the Screw was published in 1896, and the internal 
evidence in the prologue would place the events of the story quite a 
bit earlier than 1850* This would be some thirty or forty years ear­
lier than in Archibald's dramatisation*
^Theatre Arts, XXIV (January, 1951), 58.
9̂ 1bid.
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the one element which seems strengthened is Mrs* Grose's positive 
identification of the dead Quint from the governess's desoription of 
the man she has seen at the window* This single incident has been the 
hub of most arguments concerning James's ambiguity* In the play, how­
ever, the governess has had no time to learn from other sources— other 
than the housekeeper or the children— what Quint looked like* Thus, in 
the play, there seems less possibility of a double interpretation, and 
the ghosts must be accepted as real* This was, as has been noted, 
Archibald's stated intention*
Archibald has maintained the same number of main characters, 
and, as in James, there are little hints dropped whioh make the on­
looker aware that other servants exist in the household* In neither 
version is the children's uncle made concrete through an actual ap­
pearance*
The names of the characters are identical in both versions* 
However, the unnamed governess becomes Miss Giddens in the play* Es­
sentially, the play's characters are the same individuals as in the 
novel* There is a minor ohange in the age of Miles* in the original 
work, the boy was soaroely ten years old, but in the play he is twelve* 
Flora is eight years old in both versions*
There is no prologue in the play* no build-up in advance for a 
"ghost" story* The action begins with Miss Giddens' arrival to take up 
her new duties as governess, and it ends just four days later with the 
death of Miles*
All of the action of the play is oonfined to a single setting* 
the drawing room of a country house in Essex* This has necessitated
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making all of the apparitions appear either indoore or outside the win­
dow* In the novel, the window at whioh Quint appeared was in the din­
ing room, and it allowed him to be seen only from the waist up* (Some 
of the Freudian interpretations see a eignifioanoe in this truncated 
vision*) In the novel, it was necessary for the governess to run out 
of the room, and then out and around the house, before she could deter­
mine whether there really was anyone outside* This always left the 
possibility that she had perhaps seen a prowler* In the play, however, 
the high window has become a French window, and the governess only 
hesitates a seoond before running straight out into the garden* Thus 
the disappearance of the "man" seems less explicable than in Jamas's 
novel*
The figure of the woman visitant in the play requires some stage 
hocus-pocus. In Aot II, Scene i, the dead governess. Miss Jessel, is 
required to appear on the stairoase landing, and then to disappear*
In the next scene, the same thing happens on another part of the set*
William Archibald makes an important, though subtle, ohange from 
the original at the moment of Miss Jessel*a appearance in Aot II,
Scene i« Archibald has Flora turn, face the figure, and stretoh out 
her hand toward it*?3 In the novel, James was very oareful never to 
have the children aotually see the apparitions* For example, in The 
Turn of the Sorew, when Miss Jessel first appeared by the lake, Flora's
^̂ William Archibald, The Innocents (Acting edition, New Yorks 
Samuel French, el?5l), p* 51*
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back was turned, and only the governess positively saw the woman in 
blaok
The basio progression of the plot is the same in the play as in 
the novel. However, there is some rearranging of minor incidents in 
the main body of the action.
Besides the elimination of James's prologue, there is some dif­
ference in the exposition of the play from the opening of the novel.
The play opens with Flora on-stage, and a short scene takes plaoe be­
tween the child and the housekeeper as they anticipate the arrival of 
the new governess* Miss Qiddens has barely arrived before Archibald 
introduces evidence of certain aspects of the governess's behavior 
whioh are wholly Jamesian in nature— although the specific instances 
here are different. First, the new governess clasps the little girl 
and kisses hers in itself this might not be surprising, but in James 
the frequency of such clasping and kissing, plus the fact that the 
governess seemed to do it in moments of stress, seemed to have signifi­
cance. Second, Archibald finds a way to show us very early the govern­
ess's habit of jumping to conclusionss Miss Qiddens states positively 
that Flora is lonely, even though she has only just met the ohild.
This habit of quick assumption is typical of James's heroine, although 
the particular exhibition of the characteristic is new.
The children's uncle is described in the opening soene of the 
play, and here again Archibald has made a significant change. In 
James's work, the unole was a young bachelor man-about-town type, who
o)>7HJames, Turn of the Sorew, p. 202.
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could not be bothered to look after hia dead brother1a ohildren* In 
the play, Mrs, Oroee deacribes the unclef saying, "He's not a young 
man and he’a never enjoyed good health— He was always a studious man- 
wrapped up in his work*"^ Thus Archibald eliminates the unole as a 
possible romantic interest for the governess*
A careful comparison of the novel and the play shows that Archi­
bald has shortened many scenes, and rauoh of the dialogue* The several 
chapters which James devoted to describing the charm of the ohildren, 
and the leisurely pace of their days, have been oonverted into new 
scenesi story reading, a succession of little songs by Flora, and the 
elaborately horrifying game of "dressing up" whioh closes Act I*^
Of the twenty-four chapters in the novel, the bulk of ten chap­
ters has remained unused by Archibald for the play* The omission of 
some of the ghostly appearances, as well as their ohange of location, 
has already been mentioned* Other omitted material includes the 
governess's awareness of her Inability to broach the subject of the 
ghosts to the children] her threat to leave if Mrs* arose tells the 
uncle what is going on] the scene outside the church between the 
governess and Miles when the boy says he is going to write to his 
uncle) the governess's encounter with Miss Jessel in the sohoolroomj 
the governess's strange alteration of the truth as she tells the
^Arohibald, og* oit*, p* lU*
^The original ballads in the play text were written by William 
Archibald, acoording to Theatre Arts* XXXV (January, 195l)» p* 59* The 
music for the 1950 Hew fork production was by Alex North, acoording to 
the Samuel French edition of the play (New Yorkt Samuel French, ol95l), 
p. U.
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housekeeper about her meeting with Mies Jessel, and she states that the 
ghost had said she was condemned to the torments of the dawned—-whereas 
actually the ghost had been silent! the soene in Miles*a bedroom, in 
whioh the governess interrogates Miles about the past, and the boy, 
wishing to be "let alone," blows out the eandlej the disappearance of 
Flora when she goes off to the lake by herself, and the governess's 
frantic search for her) and the governess's order that the ohildren are 
to be kept apart, following the lakeside episode of Flora's hysteria*
James's novel contained a larger number of Instances of the 
governess's interrogations than ocour in the play* The governess was 
oonstantly questioning the housekeeper about the past, and it became 
evident that she asked questions in the village too* The final ques­
tioning of Miles, with its tragio consequence, lasted longer in the 
novel than it does in the play, and James's reader is aware of the ten­
sion building up over a period of many hours* On the other hand, 
Archibald has perhaps intensified the final soene by having the govern­
ess insist that Miles tell her where he first heard the vile things 
whioh he repeated at school, while James only had her ask what those 
things were*
Muoh of the material whioh James wrote so that it could have a 
double interpretation is likewise omitted* A few of the more obvious 
omissions include the governess's consciousness of a presence at the 
lake even before she looked up and saw the figure of Miss Jesselj the 
governess's certainty that Flora, on that oooasion, was aware of Miss 
Jessel*s presence, but that the child deliberately increased her play 
activity so as to fool her new governess! the governess's insistence
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that Mrs* Gross was holding something back out of modesty or timidity; 
the governess's feeling that the ohildren were ironieally conscious of 
her predicament, and her recognition that Miles knew he was therefore 
in control of the situation*
Closely allied to these ambiguous passages in J ernes's work are 
the governess's assumptions that Quint has come for the boy when he 
appears at the window; that the children are already "lost"; that when 
Miles turns his back to her; it is an "embarrassed" back; and; in the 
final episode; that Miles's rendering of the name; Quint; is a tribute 
to the governess's devotion*
Archibald has not eliminated quite everything that could have a 
double interpretation in the original work* For instance; when Miss 
Qiddens asks about the previous governess; Mrs* Qrose answers in the 
past tense saying that he liked them young and pretty. Then; when the 
bewildered governess asks; "But of whom did you speak first?"; the 
play's dialogue follows James's words exactly.
MIS. QROSE* (Blankly) Why, of him.
MISS GIBOENS. "Of the master?
HIS. QROSE. Of who else???
The foregoing section has described the major changes and omis­
sions that William Archibald made in converting The Turn of the Screw 
into a play* It may be added that some of James's ideas turn up in 
different contexts; but these minor changes really make no difference* 
For example; the governess's fancy that Bly is like a great drifting
^James; Turn of the Screw* p* 169; and Arohibald; op* pit.*p. 16*
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ship with herself at the helm, beeones, in the play, a little story 
which Miss Glddens makes up to amuse Flora*
Archibald, as has been seen, has eliminated quite a bit of 
material from James's The Turn of the Sorew* He has made some addi­
tions, however, and these serve to heighten the dramatio tension*
Mention has already been made of the songs whioh Archibald has 
invented for the children* These are all of a lugubrious nature, and 
they seem calculated to make an audienoe shudder* Add to this the 
weird things that imaginative little Flora says, and a disquieting at­
mosphere develops* For example, Flora tells Miss Qiddens about the 
unused, enq>ty rooms in the house, where it is possible to see from the 
markings where all of the furniture, and even the pictures and carpets, 
used to be* Flora wishes she could have a room like that* Similarly, 
it is Flora who collects dead beetles, and she sings a little song 
about them.
FLORA. . • • (Suddenly singing as she runs up to landing) 
Beetles don't decay—
Beetles don't decay—
Beetles don't deoay, my love,
Beetles don't decay— 90
In Act I, Scene v, the children's squeaky slate pencils make a nerve- 
racking sound— a sound whioh Flora seems almost to enjoy* Later that 
night, Miss Qiddens is crouched on the floor, numb with terror after 
witnessing the encounter between Flora and Miss Jessel's ghost, and 
Flora runs into the room to hide behind the curtains* Flora is so in­
tent upon her game that she does not even see Miss Qiddens on the floor*
^Archibald, og. cit*, p. 61*
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This "game,” followed by Miles1s contemptuous attitude, brings Miss 
Qiddena* hysteria to a climax at the end of Act II, Scene i.
Other little additions of Archibald1e, whioh seem created in 
order to horrify the audience, include Mrs* arose's description of how 
she found the body of Quint— lying with its eyes open, and with a look 
of great pain on its faoe* (In James, the body had been discovered by 
a laborer*} further, Archibald specifies that Miss Jessel had killed 
herself, whereas James had left her death surrounded with mystery*
Then, in the tragic final climax of the play, the figure of Quint 
raises his arms toward Milest the boy says that Quint will hurt him, 
but that Miss Qiddens does not understand, and he dies calling pite­
ously to her* This is, indeed, a contrast to the novel, in whioh Miles 
called the governess a devil just before he died*
As for the actual staging of the play, many special effects are 
indicated in the script. These devices help to build the action effec­
tively* Music is used to join all of the scenes in the play* Music 
and strange vibrations accompany the presence of the ghosts, whether 
they are seen or not* A ghost light is turned on for Miss Jessel*s 
initial appearance, and Quint is seen as a shadow on the closed window 
curtains* The stage lights are dimmed at specified times, and once 
Archibald calls for an undulating light so that the room seems to lose 
its solidity (Act II, Scene ii). Thunder and wind effects are called 
for at the final climax of each act, and it is raining during a couple 
of scenes* All musical vibrations stop as Quint appears for the last 
time, but the new sound of a low thumping is heard* The thumping is 
the heart of little Miles, and it stops abruptly when he dies* With
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his death, thara comes a wind from the garden, and "dried leavee awlrl
aoroaa the threshold" of the French window.
Summary
In comparing the play. The Innocents, by William Archibald, with 
James' a novel, The Turn of the Screw, the following ltema may be summa­
rised*
I* StagingI
A* The Innocents is in two aota, and it has eight acenes* Only
one setting is required» the drawing room of a country house
in Essex, England*
B* Technically, this is an elaborate show* The sound effeots 
inolude music, strange vibrating sounds, thunder, wind, 
insects at night, the ticking and the chimes of a grand­
father dock, carriage wheels, and the thumping sound of 
the boy's heart*
The lighting must be carefully controlled in many areas 
of the stage, and the script calls for many light dims*
There is a ghost light in the room; a man's shadow must be 
thrown against the window curtainsj and one scene calls for 
an undulating lighting effect* The light outside the French 
window changes with the weather, and with the various times 
of day and night* The script also calls for candelabra, 
and for a practical oil lamp*
"ibid*, p. 01.
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Special effects include billowing window curtains, rain, 
and leaves which swirl across the threshold of the French 
window,
II, William Archibald's handling of the material of James1 s novelt
A. The basic progression of the plot is the same. However, 
there is a change in the emphasist the tragedy has been 
shifted from the governess to the children,
B. New in the play is the exposition, in whioh Flora and the 
housekeeper are anticipating the arrival of the new govern­
ess! some early evidence of the warm, impulsive nature of 
the governess! the weird songs and games of the children! 
and Mrs, Orose's description of Quint's dead body.
C. Omitted from the play is most of James's deliberately ambigu­
ous material. Of the twenty-four chapters in the novel, the 
bulk of ten ohapters is unused in the play. This has elimi­
nated many details which did not materially alter the pro­
gression of James's tale. James's prologue has been 
eliminated,
D. Because there is only one setting in the play, some of the 
ghostly visitations have necessarily been relocated, and 
some have been omitted.
E. Some of James's ideas turn up in different contexts.
F. A few rather important details have been altered. The ghosts 
in the play are intended to be real. The unseen uncle has 




in that direction* There la a alight change in the boy's 
death, in that he seems afraid of Quint in the play.
0. The number of characters and their names are unchanged, but 
James's unnamed governess is now called Miss Qiddena.
H. Perhaps somewhat less than one fifth of the play's dialogue 
comes from James, and that is condensed from the original.
1. The over-all time is reduoed from nearly six months to only 
four consecutive days. The date in the play, i860, ie be­
tween thirty and forty years later than the date of the main 
events in James's work.
> Gained *
A. The evil seems a little more specific and more physical in 
the dramatic version* Mrs. Grose's description of the affair 
between Quint and Miss Jessel is a little longer than in the 
novel, and the governess is a little more outright as she 
wonders how the two dead servants had used the children to 
shield their illicit relationship.
B. In order to heighten the dramatic tension, Archibald brings 
out the children's seemingly unconscious torture of their 
governess*
Lost*
A. There has been no attempt to preserve the first person 
point-of-view method of James's novel.
B. The ambiguity of the original work has been removed.
VII. LETTER FROM PARIS BY DODIE SMITHt 
BASS) ON JAMES'S THE REVERBERATOR
Late in 1887# James made an entry in hie notebook of an incident 
which had occurred while he had been in Italy the previous winter* A 
young American woman# Miss McC# had written a ohatty letter to the New 
York World in whioh she had described— and exposed— the Venetian so­
ciety whose hospitality she had reoently enjoyed* She had aoted in 
good faith# and she was amased at the indignation whioh had resulted 
back in Venioe* Using this actual event as a starting-point# James 
went on to outline a complete story.100 With a few subsequent changes# 
the story was published in the following year as a novel# The Reverber­
ator.101
Many years later# when The Reverberator was republished as part 
of the New York edition# James likened the central character# Francis 
Dosson# to Daisy Miller* Both were young American girls in Europe# and 
they had no sense of responsibility# and no frame of reference to guide 
them in their relations with people in the old vorld.10̂
The story centers around an American family# the Dossons# who 
are making their second trip to Paris when the novel opens* The family
10Sutthiessen and Murdock# og. oit.# pp* 62-66.
101The Reverberator first appeared in Macmillan1s Magaainc 
(February-July), 1608* Eater In the same year ii was published in two- 
volume form by Macmillan and Co*# in New York and London* (Bdel and 
Laurence# A Bibliography of Henry James# p* 78# and p* 322*)
102Henry James# The Reverberator* Madame de Mauves* A Passionate 
Pilgrim and Other Tales (Vol. Xlfl* New York editionj New Yorki Charles 
Scribner rs’"Sons, cI9CB7# p* xvi.
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consists of middle-aged Mr* Dosaon, and his two daughters, Delia, and 
Francis* George Flack, a shipboard acquaintance of the previous year, 
sees them frequently* Flack is a reporter* he writes a column, "Letter 
From Paris," for an American newspaper, The Reverberator* Flack wishes 
to marry Francis, but her elder sister has higher plans for the girl*
As for Franoie, she is charming but docile, and she has no plans for 
herself*
Flack persuades Franoie that she should have hy portrait 
painted, and he takes the Dossons to the studio of a young American im­
pressionist, Charles Vaterlow* Waterlow is unable to take on more work, 
and it is arranged that the girls shall return in the autumn* At the 
studio is Gaston Probert, a friend of the artist, who is oharmed with 
Franoie* Qaston calls on the Dossons several times during the next 
couple of weeks, before he and Waterlow leave for a trip to Spain*
The following autumn, Franoie1s portrait is begun, and Qaston is 
often present at the sittings* Qaston, a Paris-born Amerioan, is in 
love with Franoie* he wishes to marry her, but he is worried about 
whether his family will aocept the girl* The Proberts are thoroughly 
Gallicizedt Qaston's three sisters have married titled Frenchmen, and 
his American father has not been back to the States for thirty-five 
years* Gaston decides to work Franoie into their good graces gradu­
ally, and he begins by arranging a meeting between Franoie and his 
favorite sister, Suzanne*
In true French fashion, Qaston asks Mr* Dosson for Franoiefs 
hand* Mr* Dosson's only concern is that his daughter, his "chicken," 
should be happy* As for Franoie, she confides to her sister that she
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feels the marriage will never take place* She will do something terri­
ble that will not be acceptable to Oaston1s family* The Proberta seem 
to like Franoiet they are resigned to Qaston1s proposed marriage, and 
to a union with the Dosson family*
Mr* Dosson has some business that must be attended to in the 
States* Sinoe Mr* Probert has some property there that should be 
looked after, it is arranged that Qaston will go over for both fathers* 
While Qaston is away in Amerioa, Flack asks Franoie to take him 
around to the studio to see her portrait* He would like to do a piece 
about it, and about her forthcoming marriage, for his paper* He asks 
her a number of questions about the exolusive society, the wgrand 
monde*1* into whioh she is to marry* Flack e no our ages the girl to talk 
about her future in-laws, and she prattles merrily about the Proberts, 
and about their family problems, without realising that Flaok is going 
to use everything that she says*
Someone sends a copy of The Reverberator* with its damaging 
soandal column, to the Proberts* The family sends for Franoie to see 
whether she knows anything about it* Susanna receives Franoie alone, 
and she tries to persuade Franoie to deny that she had anything to do 
with it* Susanna even suggests that Francis should blame her sister, 
Delia* Then the whole Probert family files in like a jury* Franoie 
refuses to deny that she talked to Flaokt she only says that she had 
no idea that Flaok meant to publish anything exeept information about 
the portrait* She thought it would be fun to be in the papers*
Franoie returns to the hotel in tears, and the members of her 
family try to comfort her* Delia thinks that Flaok wrote the column
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just to break up Francis1 s engagement. Now, for the first time, Fran­
oie sees a copy of the offending column, and she realises how her words 
have been twisted.
Franoie wants to go away. She does not want to face Qaston. 
Susanna writes and tells Francis that the Proberts have decided to re­
main quiet until Qaston returns from the States. They have heard, in 
the meantime, that certain French newspapers Intend to reproduce the 
oolumn.
In response to a letter from Mr. Dosson, Flack comes back from 
Nice, where he has been staying. Flack tells Franoie that he thinks 
the Proberts are just glad of an excuse to break her engagement. He 
asks Franoie to marry him, but she tells him to go away.
Qaston returns from America, and he comes to see Franoie twice. 
He reproaohes her for her lack of delicacy, but he still wants to marry 
her. Franoie says that it is all overt she had warned him that she 
would do something whioh would upset the Proberts. She knows that 
Qaston oannot give up his family, and, since they are too terribly dif­
ferent, she wishes to terminate the engagement. The girl tries to ex­
plain that she felt she owed something to Flaok beeause it was he who 
had introduced her to Qaston.
Qaston goes to Waterlow1s studio. Waterlow feels both compas­
sion and contempt for his friend. He tells Qaston that the family tie 
is too strong! Qaston should marry for self-preservation. That night, 
Qaston goes to Franoie and says that he has chosen her over his family. 
The next day, the Dosson family, including Qaston, leaves the hotel.
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Junes closes his novel with the words, "they were even yet not 
st all clear as to where they were golng."^ It seems likely that the 
author intended this to be taken metaphorically as well as literally*
In 1952, The Reverberator was made into a three-act play by 
Dodie S m i t h . I t  was given a new title, Letter From Paris.
The play contains nine scenes— three in each act, and it re­
quires three settings* Charles Waterlow1s studioj the Dossons' parlor 
at the hotelj and the library at Mr. Probert1s house. (The description 
of the Dossons* parlor is oopied from the novel.) The playwright sug­
gests the use of a revolving or a swinging stage to take oare of the 
many set changes— there are seven in all.
The stage effects call for nothing unusual, but, technically, 
this would be a fairly difficult show to run. The lighting must be 
carefully controlled to suggest many different times of day and seasons 
of the year. The sound effects too are not diffioult, but there are 
rather a lot of them. They include the sounds of doors being slantftod 
shut off-stage, doorbells, approaching carriages, a flute being prac­
ticed, and piano musio. Franoie's portrait, almost finished, is seen 
by the audience.
The action of the play is in Paris in the late eighteen-eighties. 
The general progression of the plot is the same as in the novel, but 
the playwright begins further along in the events. As the play opens, 
Waterlow and Qaston are planning their trip to Spain— a trip which they
°̂3james, The Reverberator, p. 211.
10̂ Letter From Paris was produced in London in 1952. The play 
was published in T95H by William Heinemann of London.
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never make in the dramatised version* Flaok turns up with the Doesons, 
whom he introduces* and so the exposition is accomplished. The two 
young men postpone their trip so that Waterlow may paint Francis's 
portrait*
The opening scene is just one of several condensations which the 
playwright has made in the over-all tins of the events* In the novel* 
the time covered was about one year* In the play, the action covers 
four monthst from April until August*
The characters remain exactly the same in the play as they had 
been in the novel* and they retain their original names* Omitted are 
some purely incidental characters who really contributed nothing to the 
events of the novelt people like old Madame d'Outreville* who visited 
Susanne one day} and various waiters and carriage drivers* The number 
of Gaston's sisters has been reduced from three to two— as have his 
brothers-in-law*
As for the dialogue* Dodie Smith has skilfully woven together 
her own and James's* The style of the writing in the novel was rela­
tively simple and straightforward) it was written during James's middle 
period.^ The Reverberator was not a "talky" novel* and many conver­
sational episodes in it were described by the author rather than pre­
sented in dialogue form* Muoh of the dialogue whioh James did provide* 
however* has been utilised verbatim* and yet the final impression of 
the play's dialogue is not that of patchwork*
The period of James's writing is based on the three-fold 
division provided by Icon Edel in Henry James (Pamphlets on American 
Writers, Number U* Minneapolis* Minnesota* University of Minnesota 
Press* I960)* pp* 17-18*
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Here and there in the novel, James indicated that the grammar 
and the pronunciations used by the Dossons were not always what they 
should have been* Dodle Smith has eohoed this but slightly in the 
play* It might be added that there is less French spoken than in the 
original work*
On the whole, The Reverberator was a slow-moving work* The 
action of the play, on the other hand, does not lag* As has been 
pointed out, the over-all time of the action has been condensed in the 
play* Many little formal calls have been left out* The background of 
the friendship between Flack and the Dossons has been omitted* The 
play ends with the reconciliation of Francis and Oaston, so that the 
happy yet peculiarly doubtful note of the end of the novel is avoided* 
Action which could not have been staged easily has been elimi­
nated* There are no carriage rides, and no visits to the circus or to 
restaurants in the play*
The playwright has added little incidents of her own in Letter 
From Paris* For example, when Francis and Qaston first meet at the 
artist's studio, Qaston saves Francis from falling off the balcony! 
this makes their first meeting rather vividly romantio * At the end of 
the play, Francis comes to keep a promised appointment at Waterlow'a 
studio* Unknown to her, Qaston has been visiting his friend* Qaston 
comes in unexpectedly from the balcony, and the play ends with their 
reconciliation on the same spot as their first meeting*
Some of Miss Smith's additions make certain points dearer than 
they had been in the novel* In the play, Flaok writes in a notebook 
while Francis chats about the Probertst thus the audience, if not
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Franoie, can see hie intentions* At the family conclave, when the 
Proberts are reading the scandalous column, Maxima— Susanne' s husband—  
needs to have it translated! thus the playwright is able to set forth 
dearly just what the column says* It seems clearer than in the novel 
just how Flaok twisted what Franoie had said* Marguerite de Cliohf, 
Susanna's sister, is so upset that their father shepherds her out of 
the room before Franoie's expected arrival* Under these circumstances, 
it seems more natural that Susanne has the opportunity to receive 
Franoie alone before the other Proberts see her*
Miss Smith has heightened the tension of the latter half of the 
play with little additions* At the Proberts* house, Marguerite keeps 
saying spiteful things to Franoie whioh makes the American girl lose 
her self-control* Oaston returns just after this— in the midst of the 
uproar* In the next scene, at the hotel, Delia has laid out a pile of 
Reverberators whioh she intends to mail to friends in Americas Oaston 
sees them and is dumbfounded* Francis gives the engagement ring back 
to Qaston in the play, so that the break is more definite*
Summary
In comparing Dodie Smith's play, Letter From Paris, with James's 
novel, The Reverberator, the following items may be summarised*
I* Stagings
A* Letter From Paris has three acts in nine scenes* Although 
only three settings are required, there are seven set 
changes in all* The settings are an artist's studioj the 
Dossons' parlor at a hotel; and the Proberts* library*
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8* Technically, this would be a fairly difficult show to run.
It calls for many little lighting changes* and there are 
many sound effects.
II. Podia Smith's handling of the material of James1s novel>
A. The general progression of the plot is the same* but the play
starts later in the succession of events.
B. The over-all time is reduced from one year to four months*
but the period* the 1880*s, is the same.
C. The general movement of the play is faster than that of the 
novel* partly because many unimportant passing events are 
omitted.
D. The main characters are exactly the same* and they retain 
their original names. A few lesser characters in the novel 
have been eliminated.
E. Much of James's dialogue has been incorporated into the play 
verbatim. However* the bulk of the dialogue is* of necessity* 
Dodie Smith's own. The styles match. (The novel was of 
James's middle period* but still relatively single.)
F. The playwright has added many little incidents of her own.
Some of these additions make certain points clearer than 
they had been in the novelj other additions heighten the 
dramatic tension.
III. Gained»
A. On a few points* the play seems clearer than the novel.
B. The dramatic tension seems to have been increased.
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17• Lost*
A* The omniscient author is no longer present*
B. There is less French spoken in the play than in the novel*
C* Many unimportant passing events in the novel are omitted from 
the play*
Till* “PORTRAIT OF A LADY," A DRAMATIZATION 
BY WILLIAM ARCHIBALD
James's successful novel, The Portrait of a Lady, was mostly 
written in Italy, in 1680 and 1881, and it began appearing in serial­
ized form on both sides of the Atlantic before the writing was com­
pleted*^ The first book editions were published in 1881,^ In his 
preface to the later definitive New York edition, James recalled that 
the novel had been built around its central character, Isabel Archer*^ 
It is known that Isabel, like the later Milly Theale in The Wings of 
the Dove, was influenced by James's memory of his dead oousin, Minny 
T e m p l e The novel is divided into fifty-five chapters, and it is 
about five hundred pages in length*
106The Portrait of a Lady first appeared in Macmillan's Maga­
zine, Ootober, lBfaO-November, loBlj and in the Atlanilo Monthly, 
November, 1880-December, 1881* (Edel and Laurence, og* pit*, p* 53*)
10?The first edition was published by Macmillan, in London,
I68l| and the first American edition appeared in 1682, published by 
Houghton Mifflin, Boston* (Edel and Laurence, og. oit*, pp* 52-53*)
l°®Henry James, The Portrait of a Lady (Riverside edition)
Boston* Houghton Mifflin Co,, 195k), p*~U and p* 7*
^Ibid*, p* xiv* (Introduction by Leon Edel*)
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The "lady* of the title is Isabel Archer, a young American woman 
from Albany, New York* As the novel opens, in the summer of 1870,
Isabel has just arrived at Oardencourt, located some forty miles from 
London, where she is to stay with some hitherto unknown relatives, the 
Touehetts* Mr, Touohett, Isabel's uncle, is an American bankert he is 
old and ailing, and he lives with his consumptive son, Ralph* Mrs* 
Touchett habitually lives apart from her husband, in Florence, Italy, 
but this summer she is at home*
During the summer, Isabel refuses two proposals of marriaget one 
is made by Lord Warburton, a friend of Ralph*sj and the other is made 
by Caspar Goodwood, an admirer who followed Isabel from America* For a 
while, Isabel is joined at Gardenoourt by a lady journalist friend, 
Henrietta Stackpole* At about this time, Isabel meets Madame Merle, who 
is destined to change her whole future*
Old Mr* Touchett dies in the autumn, and he leaves Isabel a for­
tune* Unknown to anyone, Ralph had persuaded his father to change his 
will so that Isabel should receive half of his own inheritance, for he 
had a great curiosity to know what Isabel would do with her life if she 
were truly independent*
Mrs* Touohett takes her niece to the Continent* In Paris,
Isabel sees Henrietta constantly, and she enoounters Ned Rosier, whom 
she had known in her ohildhood* Isabel and her aunt then make their 
way via the Italian riviera to Florence*
Suddenly, in Chapter Twenty-two, the novelist introduces a new 
set of characters* Gilbert Osmond, an indolent American, has just 
brought home to Florence his teen-aged daughter, Pansy* It is spring,
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and the motherless girl has just left a convent sehool in Rome. Madame 
Merle oalls on Osmond. She tells him about Isabel Archert the girl la 
young and ignorant, and she possesses a fortune. It is Madame Merle's 
plan that Osmond should marry Isabel.
At the Palasso Crescentini, Mrs. Touchett1a home in Florence, 
Madame Merle introduces Isabel to Osmond. Osmond frequently calls on 
Isabel, and when she goes to Rome with Ralph and some friends, Osmond 
turns up and joins the group.
During the next year, Isabel does a great deal of travelling. 
She is accompanied successively by her auntj by her sister and her 
brother-in-law) and finally by Madame Merle.
After her return to Florence in the late spring, Isabel an­
nounces her engagement to Osmond. Mrs. Touchett and Ralph think that 
she is making a mistake, and so does Osmond's sister, the Countess 
Gemini. Caspar Goodwood oomes over from America in a futile effort 
to prevent the marriage.
At this point in his novel, James jumps forward four years to 
the autumn of 1876. The Osmonds now live in Rome, at the Palazzo 
Roccanera, where it is their custom to hold social evenings every 
Thursday. Lord Warburton and Ralph come to Rome together, but Ralph 
is very ill and he is confined to his hotel.
Ned Rosier is paying court to Osmond's daughter, Pansy, but her 
father disapproves of the young man because his fortune is too small. 
Ned appeals both to Madame Merle and to Isabel to help him, but he re­
ceives little encouragement. Isabel is unwilling to oppose her
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husband's wishes, and Madame Merle has set her heart on seeing Pansy 
marry Lord Varburton*
One night, Osmond gives Isabel to understand that he expeots her 
to lead Lord Varburton to propose to Pansy* Isabel sits up most of 
that night thinking about her marriage* She realises that Osmond re­
gards her as a possession* He objects to her having a mind of her own* 
Osmond even objects to her visiting her dying cousin, Ralph, at his 
hotel, because he thinks it is indecent*
When Lord Varburton suddenly returns to England a week later, 
Osmond accuses Isabel of working against him* Immediately after Lord 
Varburton1s departure, Madame Merle comes to Isabel demanding to know 
the truth* Did Varburton get tired of little Pansy, or did he give the 
girl up to please Isabel? Isabel realises with horror that Madame 
Merle had controlled her at the time of her own marriage*
Henrietta Staokpole and Caspar Goodwood are both in Rome at this 
time, and they look after Ralph at his hotel* At the end of February, 
Ralph decides to return to England, in order that he may die at home* 
Henrietta and Caspar, Isabel's two faithful friends, travel with Ralph 
on his homeward journey*
One day in March, Isabel, Pansy, and the Countess Qemini en­
counter Ned Rosier while they are visiting the Coliseum* Ned tells 
Isabel that he has sold his "bibelots" in the hope that the fifty 
thousand- dollars whioh they brought will gain him favor in the eyes of 
Mr* Osmond, but Isabel does not hold out any hope to him* A week 
later, without even consulting his wife, Osmond sends Pansy to the 
convent so that she can think things over*
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A telegram arrives a weak later with the newe that Ralph is 
dying, and that he wiehee to see Isabel* Osmond opposes Isabel's de­
sire to go to England* The Countess Qemini sees that Isabel Is des­
perately unhappy, and she decides to reveal certain facts about the 
past in order that Isabel will no longer respeot either her husband or 
his wishes* The Countess discloses that Pansy is really the daughter 
of Madame Merle, and that the story of the death of Osmond's first 
wife in childbirth had been a fabrication* Madame Merle had not mar­
ried Osmond herself beoause he had no money, but she had wished him to 
marry Isabel so that the child's future should be assured*
Having decided to go to England, Isabel visits the convent to 
bid farewell to Pansy* Isabel promises the girl that she will returnt 
she will not desert her* Madame Merle has come to the convent on a 
similar mission, and the meeting between the two women is cool* Madame 
Merle reveals to Isabel that she has Ralph to thank for her wealth*
Three days after her arrival at Qardenoourt, Isabel has a long 
talk with Ralph* All barriers are down between them* Ralph believes 
that he has ruined hers she has been "ground in the very mill of the 
conventional!The unhappy Isabel tells her cousin that Osmond 
married her for her money*
Ralph dies the next morning* Present at the funeral are Lord 
Varburton, Henrietta, Mr* Bantling— to whom Henrietta is engaged, and 
Caspar Goodwood*
*10Henry James, The Portrait of a Lady* p* U70.
t
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A week later* Caspar tries hard to persuade Isabel not to return 
to Rome* He kisses her violently* but Isabel dislikes his aggressive­
ness*
Two days later* Caspar ealla on Henrietta in London* hoping to 
find Isabel there* He learns that Isabel has made her decision* and 
that she has gone baok to her husband in Roms* Thus the novel ends 
with Isabel unwilling* or unable* to break with her destiny.
In 195U* William Archibald's dramatisation of James's The For- 
*
trait of a Lady was seen on Broadway* The playwright kept James's 
title* when he turned the novel into a three-act play.11*
Archibald's play has eight scenes* but only two settings are 
required* One set shows simultaneously the garden* and the interior 
of the conservatory at Oardencourt* the English home of Mr* Touchett* 
The other set represents the terraoe of Gilbert Osmond's villa in 
Florence* Italy* The action is thus confined to two locations* and 
much of the movement of the novel has been eliminated*
"Portrait of a Lady" would be a fairly simple show to produoe* 
The script calls for controlled area lighting when the Oardencourt set 
is in uset the lighting shifts the attention of the audience back and 
forth between the conservatory and the garden outside* The lighting 
also varies from bright sunlight* to twilight* and to moonlight* Sound 
effects are limited to off-stage piano playing.
***William Archibald* the playwright* kindly allowed the writer 
of the present study to make a Xerox copy of an unpublished manuscript 
of the play* In a letter to the present writer* dated August 10* 1965* 
Archibald indicated that the oopy "was not used as is for the produc­
tion— there were many changes made (some good— many bad)*"
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William Archibald has maintained the general outline of Jamea'a 
novel, but he has eliminated about eighteen of the characters* The 
remaining eleven characters keep their original namesi Isabel Archer, 
Ralph Touchett, Mr* and Mrs* Touchett, Lord Warburton, Henrietta Staok- 
pole, Madame Serena Merle, Gilbert Osmond, Pansy Osmond, and the Count­
ess Gemini* The role of Caspar Goodwood is greatly diminished in 
Importance, and he is limited to a single appearance on stage, in 
Aot I* Ned Rosier is never seen on-stage at all, but he is mentioned 
frequently* Mr* Bantling, to whom Henrietta beoame engaged in the 
novel, does not exist in the play.
The relationships between the characters are the same as in the 
novel, and in several instances the physical description of a charaoter 
is based direotly on the book*
The time span of the novel covers nearly seven years* from the 
summer of 1870 to the spring of 1877* The action of the play has been 
reduced to just under two years, and it is laid "in the Eighteen 
Seventies*
To accomplish this condensation of time, Archibald has combined 
and rearranged much of James's material* When the play opens, Isabel 
has already been staying at Gardencourt for a monthi thus the episodes 
in Albany, and the descriptions of Isabel's girlhood and of her earlier 
friendship with Henrietta are omitted* The play ends at the moment of 
Ralph's death, and thus the funeral and subsequent events are eliminated*
1 ̂William Archibald, "Portrait of a Lady" (unpublished manu­
script), I, i, 1*
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Several times in the novel, James jumped backwards in time. The 
play, on the other hand, progresses straight forward, and it is there­
fore clearer in this respect than the original work*
More than half of the play's dialogue is taken from the novel* 
Many long passages have been shortened, and often new lines have been 
interspersed among the old* Many of James's speeches now turn up under 
different olroumstanoes*
Sometimes the staging meohanioa are a little obvious* For 
example, in Act II, Scene ill, Mrs* Touchett, Madame Merle, and then 
Ralph, come out in turn onto the terrace to express to Isabel their 
individual reaotiona to the announcement of her forthcoming marriage* 
The structure of the play leaves room for improvement*̂ *̂  The 
audience might wonder why Caspar Qoodwood is introduced at allt Caspar 
has an ardent scene with Isabel in Act Ij then, later in the play, it 
is mentioned that Isabel refused to see him in Italy, but nothing comes 
of it all* Ned Rosier is spoken of as a suitor for Pansy's hand, but 
he is never seen on-stage* Thus it might be hard for an audience to 
accept the seriousness of the situation, as well as the unexpected 
banishment of the seventeen-year-old Pansy to a convent.
The closing moments of the play are a little vague, and the 
termination seems abrupt* The dying Ralph has, in effect, said fare­
well to Isabel* He lies alone in the conservatory, and his mother and 
Isabel are in the garden* Suddenly, Isabel starts as though some one
^The structure of the play may have been revised somewhat be­
fore the Broadway opening, as indicated in footnote number 111.
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had called her* Mrs* Touchett hears nothing* Curtain* This is all 
there is to tell the audience that Ralph has died*1***
On the other hand9 Archibald provides a clearer motivation for 
Isabel's decision to return to her husband* In the play* Isabel wishes 
to help Pansy get away from her father*
In the play, it is mentioned that Ralph had been ill and con­
fined to a "hospital" while visiting Italy, and that Osmond had ob­
jected to Isabel's visits to Ralph as indecent* In the novel, Isabel 
had visited the ailing Ralph in his "hotel" room, and so her husband's 
objections seemed to have more point*
In some ways, the play may have improved upon the novel* The 
straight-forward organisation and development is clearer* Some of the 
conversations have been tightenedt one result of this is that Ralph's 
love for Isabel comes through more clearly, beoause the lines whioh 
reveal his feelings are less buried* New lines given to the Countess 
Qemini emphasise her sarcasm and worldliness* Archibald has also added 
a number of tasteful quips of his own*
In addition, Archibald has written some new lines to create 
dramatic intensity* For example, Act II, Scene ii, closes with a new 
and strong implication of a dose association in the past between 
Madame Merle and Osmond* Then, at the close of Act III, Scene i,
Isabel tells Osmond that she realises that he hates her* (In the 
novel, Isabel did not give voice to her realisation*) Arohibald again 
heightens the dramatic tension by letting Osmond be present when his
^*It seems likely that the ending may have been reworked prior 
to the Broadway performances*
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sister reveals to Isabel the truth about Pansy's parentage, Neverthe­
less, no new major events have been added in the play*
Another value whioh Archibald has added to the play is a touoh 
of symbolism* In Act II, Scene iii, when Isabel leaves Ralph desolate 
and alone on the ten*ace, she shuts the door, and the light whioh had 
streamed across the terrace vanishes with her* The cackling laughter 
of the worldly Countess Gemini, whioh is heard from the house, punctu­
ates this same scene* The Countess's description of Osmond's house as 
a "fapade" may also be Intended to be symbolical.
Certain items from the novel have been notioeably omitted from 
the play* The oloseness between Isabel and her uncle, Mr* Touchett, 
is not gradually built up as it was in the novel, and the audience is 
spared the uncle's long, lingering death* There is no mention, in the 
play, of a baby boy born to Isabel and Osmond* (The child, in the 
novel, died at the age of six months*) The long courtship of Ned 
Rosier and Pansy is not witnessed by the audience, since the young man 
is never seen on-stage.
Summary
In comparing William Archibald's play, "Portrait of a Lady," 
with James's novel of the same title, the following items may be 
summarised*
^Arohibald, "Portrait of a Lady," III, i, $,
363
I. stagingi
A* Archibald's three-act play is divided into eight scenes• Two 
settings are required* one set shows simultaneously the gar­
den and the interior of the conservatory at Oardencourt* in 
England] and the other set shows the terraoe of Osmond's 
villa in Florence.
B. Technically, "Portrait of a Lady" would be fairly simple to 
produce* Controlled area lighting le needed, as well as 
effeots of bright sunlight, twilight, and moonlight. Sound 
effects are limited to off-stage piano playing*
II* William Archibald's handling of the material of James's novel*
A* The general outline of James's novel has been maintained. 
However, the structure of the play is not really well- 
balanced*
B. Because the action is limited to two sets, the play does not 
have the movement of the novel*
C* Sometimes the mechanics of moving characters on or off the 
stage are a little too obvious*
D. The number of characters is reduced from about thirty to 
eleven* they keep their original names, and the relationships 
between them are the same.
E. The over-all time is reduced from seven years to two years, 
but it is still in the eighteen-seventies.
F. The time progression of the play is straight forward* it has 
no backward jumps as does the novel* The aotion of the play
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begins one month after Isabel's arrival at Gardanoourt, and 
it ends with Ralph's death*
0* Muoh of James's material has been rearranged or combined*
H. More than half of the play's dialogue is taken from the novel, 
and much of that is condensed*
I* No new major scenes or events have been added*
III* Gainedt
A* Although Archibald's "Portrait of a Lady" could by no means 
be called a humorous play, the playwright has added a number 
of tasteful quips to James's work*
6* The straight-forward organisation is clearer than that of 
the novel.
C* Some of James's dialogue has been tightened*
D* The dramatic intensity is heightened with new lines here and 
there*
E* A touch of symbolism has been added*
IV* Lostt
A* The omniscient author has vanished*
fi* Noticeable omissions include the developing closeness between 
Isabel and her uncle) the long drawn-out death of the uncle) 
and the loss of Isabel's infant son*
C* Since Ned Rosier is never seen on-stage, his long courtship 
of Pansy, and her consequent banishment to a convent have 
less impact than in the novel*
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IX. CHILD OP FORTUNE BY OUY BOLTON I BASED ON 
JAMES'S THE WINGS OF THE DOVE
In the prefaoe to the 1909 edition of The Winga of tho Dove. 
Henry James says that the theme of the story represents to his memory 
"a very old— if I should n't perhaps rather say a very young— mo­
tive."-^ This refers to his long cherished idea of weaving a story 
around a young person, eager for life, but stricken and doomed by ill­
ness. The first appearance of the theme in the author's notebooks 
appeared on November 3# 189U, and again on November 7, at which time 
James thought that the central person should preferably be a woman, and 
perhaps an American.HI This was at the time when his play, Guy Pom- 
villa, was about to go into rehearsal, and James mentioned in his notes 
that possibly his idea would make a three-act play. For a play, James 
supposed that he would have to write a happy ending* Following the 
failure of Guy Domville, James indicated in a notation on February Hi, 
1B95, that he was still impressed with the general plot idea* In 
December of that same year, James reoorded a tentative title for his 
now proposed novel, La Mourante.^^ Eventually, the title beeame The 
Wings of the Dove, and the work was first published in 1902
The theme whioh James referred to as being very old— or very 
young— seems to refer to the death at an early age of James's cousin,
^^Henry James. The Wings of the Dove ( (j volsQ j New York! 
Modern Library, cl937), p. v.
^Matthieasen and Murdook, oj>. oit., p. 17b.
^Ibid*, p. 233. H.?Edel and Laurence, og. oit*, p* 120.
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Mary Tempi®* F* 0* Matthleasen, the editor of the Notebooks, states
that It is impossible to say at what point the idea for the novel
merged with James's memory of his dead cousin. Mary, or, as she was
known in the family, "Minnie" Temple, was a very lovely young girl, who
died of tuberculosis while in her early twenties* James has devoted
the entire final ohapter of his autobiographical work, Notes of a Son
and Brother, to a tribute to Minnie Temple. The author states that the
death of their cousin, Minnie, marked the end of their youth for both
himself and for his brother, William J a m e s . It seems significant
that James, writing in 1913, aaid that the image of Minnie,
which was long to remain with me, appeared so of the essence of 
tragedy that I was in the far-off aftertime to seek to lay the 
ghost by wrapping it, a particular occasion aiding, in ths beauty 
and dignity of art.1*!
Here, then, is the basis and real center of The Wings of the 
Dove. Milly Theale, young, beautiful, orphaned, and American, is dying 
of an unnamed ailment* Milly is extremely rich, and she is traveling 
with a companion, Mrs* Stringham, in Europe. While she is in England, 
Milly learns from an eminent physician how seriously ill she really is.
In England, Mrs* Stringham looks up an old girlhood friend, Mrs* 
Lowder— now a London matron of considerable proportions* Mrs* Lowder
■̂ Ĥenry James, Notes of a Son and Brother (Londont Macmillan 
and Co*, Ltd., 19Hi), p7T*79.
1̂ 1Ibid. The figure of Minnie aotually appears in more than one 
of James's writings* In James's story, "Georgina's Reasons," two girls 
appears Mildred Theory, an invalid, and her sister, Kate Theory* In 
The Wings of the Dove, the central character is the dying Milly Theale, 
and her false friend"is Kate Croy. Minnie Temple, James's real-life 
cousin, had a sister named Katherine. The similarity of the various 
names is inescapable.
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is only too happy to rsoeivs Milly, for the older woman sees how she 
can use the wealthy Milly as a means of access to the higher echelons 
of society* Kate Croy, a niece who lives with Mrs* Lowder, becomes 
Milly1s close friend*
Kate is secretly affianced to a journalist, Merton Densher, but, 
knowing that her aunt would disapprove of the young man's lack of fi­
nancial means, Kate does not even tell her friend, Milly, of the engage­
ment* Instead, Kate schemes to have Densher make Milly fall in love 
with him, in the hope that the dying girl will leave him her money*
Kate is even willing to have her lover go so far as to marry Milly if 
necessary*
With the coming of the hot summer months, MiUy decides to go to 
Italy, and she accordingly rents a Venetian palace* Her new friends, 
Mrs* Lowder and Kate Croy, go with her to Venice, and Merton Densher 
follows them independently* In Venice, Densher's conscience pains him 
so that he wishes to back out of Kate's plant in fact, his condition 
for going through with the scheme is that Kate shall come to his rooms 
as a pledge of their love* This she does, a night or so before she and 
her aunt are due to return to England*
Left in Venice, Densher proceeds to court Milly* Unfortunately 
for his plans. Lord Mark arrives* Lord Mark is a young Englishman, a 
member of the impoverished nobility, who has proposed marriage to both 
Kate and Milly, and he has come to Venice for the express purpose of 
telling Milly that Kate has been engaged to Densher all along* Milly 
gives orders that Densher is not to be admitted to the palaoe any more* 
Still, Densher stays in the city, for his strained conscience will not
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let him leave* Milly, disappointed in her love, gives up all hopet she 
"has turned her face to the wall.ŵ 2 However, she sends for Densher, 
and apparently she forgives him.
After Densher's return to England, Milly dies* A final letter 
to Densher from Milly arrives, and Densher brings it to his fianote, 
Kate, to open or not as she sees fit* In an almost unbearably poignant 
scene, Kate deoides that it would be better for them not to read it, 
and together they watoh the letter burn on the fire* Soon, however, a 
letter from an American lawyer informs Densher that he is included in 
Milly1s will* Subsequently, when a bulky envelope arrives from the 
lawyer, Densher sends the envelope to Kate* She brings the envelope 
baok to him— having first broken the seal* Densher declares that he 
does not even want to know what the siae of the bequest is, and he 
states that Kate must make a choice! either they must marry as they 
are, without the money, or she may have the money for herself if she 
wishes* Kate sees clearly that their love can never be as it was, for 
they are not as they were* The book ends inconclusively* James leaves 
it up to the reader to decide whether or not Kate takes the money* In 
any case, she has lost Densher*
James has developed his story in a leisurely fashion* The re­
sulting novel, one of his three last major works, is almost eight 
hundred pages long, and it is divided into two volumes*
In 19*>6, Quy Bolton converted James's long novel, The Wings of 
the Dove* into a three-act play, which was produced in New York* The 
play had a new title, Child of Fortune.
122James, Wings of the Dove* II, 29U.
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The play only ealls for two settings* the morning room at Mrs* 
Lowder*s home in London* for Act 1} and a private sitting room in the 
Palazzo Leporelli in Venice* for Acts II and III*
Bolton has opened his play with a kind of prologue in one para­
graph* The stage lights go on to reveal a portrait of a lady in six­
teenth century dress* and "a voice that may be that of a guide or 
gallery attendant speaks on a mike*"^3 The voice describes the por­
trait as the work of Bronzino* and it states that the painting now 
belongs to "the well-known writer* Richard Denning* and this treasured 
possession was • • • the inspiration of his autobiographical novel 
CHILD OF FORTUNE."1^  What is Important about the portrait is that 
there is a very strong resemblance between Milly and the original 
sitter* one Caterina Sorenzo* and that Milly left the portrait to 
Richard Denning in her will*
In James's novel* there was indeed such a portrait* but it was 
discovered by Lord Mark at a country house in England} whereas* in the 
play* Milly purchased the portrait in Venice* Bolton heightens the 
interest in the Bronzino portrait by inventing a gruesomely romantic 
story of feminine revenge to go with it*
Basically* the plot of the play is the same as that of the 
novel* The first act is equivalent to over three-quarters of the 
entire two-volume novel*
^%uy Bolton. Child of Fortune (Mew York* Dramatists Play 
Service* Inc** ol957)* P* U*
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The looale of sofns of the incidents has necessarily been changed 
to simplify the staging* By means of the simple expedient of having 
Milly and Mrs* Shepherd stay with Mrs* Lowder at her London home* in­
stead of at a hotel, playwright Bolton has eliminated all kinds of 
luncheons, dinners, and other comings and goings that were in the book* 
Similarly, the opening scene of the book, in which Kate called at her 
father's lodgings, has now been turned around so that, in the play, it 
is Lionel who calls on his daughter, Kate*
The names of some of the characters in the play are changed 
slightly* However, the new names are so dose to the original ones 
that there is no room for oonfusion* Milly Theale has become Milly 
TempleMerton Densher has become Richard Denningj and Mrs* Susan 
Shepherd Strlngham has been simplified to Susan Shepherd) but Kate 
Crqy, Lionel Croy, Mrs* Maud Lowder, Lord Mark, and the Major-domo, 
Eugenio, have all retained their original names intact* The presence 
of various servants was understood in the book, and these have become 
personalised for the stage in Bennett--a servant at Mrs* Lowder1s home, 
and Bianoa— a maid in the Venetian palace*
Kate's sister, Marian, does not appear in the play, and thus all 
scenes which took place in her humble Chelsea house have been elimi­
nated* Marian is still referred to, however, as a horrible example of
12?According to a letter, dated May U, 1963, from Guy Bolton to 
the writer of this dissertation, Milly's last name was changed to 
Temple beoause of the association with James's oousln, "Minnie11 Temple, 
and beoause "Temple is a singularly attractive name*" Merton Densher's 
name was changed because the play's produoer, Jed Harris, "insisted 
that Densher sounded like denture and Merton has an association with 
'Merton of the Movies' a very great stage suooess of the twenties*"
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what happens when a woman marries for love alone a she thereby fulfills 
the same function as she did in the novel. (With Marian, her children 
and her gossiping sisters-in-law have disappeared too.)
There are some slight changes in the relative ages of the three 
principal characters, Milly, Kate, and Riohard Denning, but these 
changes do not affect their relationships.
If a general view is taken of the main characters in the play, 
they seem to be somewhat shallower than they were in the novel. This 
may be due, in part, to the comparative lengths of the two worksf it 
may be a reflection of the differences in style between James and Bol- 
tonj or it may be due to the necessarily objective presentation of the 
characters in a piece of writing for the realistic theatre. This last 
item, the objective presentation, has destroyed James's use of succes­
sive "centres1* or vantage points, and of this more will be said later.
The over-all time of the aotion of the play is from June to 
October, 1902. The main incidents of the book, on the other hand, 
covered slightly more than a year. This disregards several flash backs 
which James used in the novel— if the term "flash back" may be applied 
to such a flowing structure.
Bolton has introduced a number of scenes or incidents of a 
noticeably sentimental nature. For example, it is Bolton's idea that 
Dr. Strett has lost a daughter, and, because Milly reminds him of his 
little girl, he and Milly adopt eaoh other in a playful father-daughter 
relationship.3̂
‘■"Bolton, og. oit., p. 21*.
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A long sentimental scene occurs at the end of Act III, Scene i, 
when Richard Denning confesses everything to Hilly and begs her for­
giveness* Further, he wants her assurance that none of her money will 
come to him* Milly accordingly promises Richard that she will not 
alter a single word of her will, which was actually drawn up three days 
previously* The audienoe knows what Richard does not, that there is 
already a bequest to Richard in Milly*s will* This scene ends with the 
following dialogue, as Milly speaks of dyingt
RICHARD* No, Milly, not Put those thoughts away* You must 
fight, fight for life— for my sake*
MILLY. (With a smile*) 1*11 try. I'll do my best,
RICHARD* braw strength from me*
MILLY* Your arms tighten about me* They make me feel safe*
Hold me close*
RICHARD* To have and to hold*
MILLY* (Dreamily*) From this day forward • • • yes, say it, 
say itt * • • for better for worse* (Seising on it eagerly*) Oh, 
yes, say it, say it* It may be our only chance— no, 1 mustn't talk 
like that • • • but say it, please* For better, for worse.
RICHARD* (Repeating.) For better, for worse*
MILLY. For richer, for poorer*
RICHARD* In sickness and in health • • • Please, dear God, in 
health*
MILLY. To love and to cherish*
RICHARD* To love and to oherish,
MILLY. Till death do us part*
RICHARD* Till death do us part*
MILLY. Only death shan't part us*
RICHARD* Not for years, and years*
MILLY* Not for ever, darling, not ever, ever.
RICHARD* My dear one, my love* (Embraced they are immobile* 
and silent in the gathering dusk* Disianily we hear a gondolier 
singing a plaintive Venetian song*)
—   mnmh
In the book, James never revealed what was said in the final 
interview between Milly and Merton Densher. There is certainly nothing 
to suggest this parallel to the marriage ceremony* On the contrary.
127Ibid„ p. 68.
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Milly had sent for Densher to put it to him that there was no use in 
his staying in Venice any longer* She had not even asked him for the 
truth about Lord Mark's story* The reader, Indeed, sees the interview 
second-hand as Densher tells Kate a little about it upon his return to 
England*
In the last soene of the play, after Milly's death, it is re­
vealed that Milly had died in Riohard Denning's arms.128 This is 
another sentimental addition of Bolton's*
Finally, mention might be made of the business at the final cur­
tain of the play* In Act II, Milly had said to Richard that she would 
not leave him even after death, but that she would oome back as a ghost 
and rustle the papers on his desk* She further said that Riohard would 
know of her presence by the smell of Parma violets, her favorite 
flowers. In the final scene of the play, there is a bowl of violets 
on a table, and, sure enough, just before the final ourtain, "(A little 
breeze rustles the pages of the manuscript that lies on the table near
the w i n d o w . )"^9
If the characterizations in the dramatization are examined in­
dividually, there are two that seem to stand out as having been more 
changed than the others* These are Lionel Croy, and his daughter,
Kate*
There is a great deal more of Lionel in the play than there had 
been in the book* In the novel, Lionel did not actually appear again 
after the opening chapter, in which he refused to countenance his
128Ibid., p. ?$. 129Ibid., p* 79.
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daughter18 suggestion that she should oome to live with him now that 
her mother had died* Jamas, in his 1909 preface, indicated that he had 
intended to do much more with the character of Lionel, but that he only 
"'looks in' • • • in a beggarly scene or two • • • ,"13° in the play, 
Lionel is given new functions* it is he who finds the Venetian palaoe 
for Milly; it is Lionel who, working on Milly*s behalf and using her 
money, creates a writing assignment for a magazine, which will take 
Bichard Banning miraculously to Venice at the same time that Milly will 
be there; and, in the final scene of the play, by revealing to Riohard 
how he had "arranged" for him to get the job, Lionel attempts to per­
suade the younger man to assist him in getting further money from 
Milly*s estate*
As for the character of Kate Croy, she seems to be handled a 
little differently by Bolton* In both the novel and the play, it is 
Kate who is the planner, and her fianeft who is the follower* It is she 
who schemes to get Milly*s money, and he who always demurs beoause of 
his conscience* However, one great difference exists between the Kate 
of the play and the Kate of the book* In the play, it is Kate who is 
the seducer* Bolton presents Kate as a very passionate womans a woman 
who is bold, and proud of her freedom in such matters* In the novel, 
it was the man who did the pursuing* as James conceived the situation, 
Merton Densher kept urging Kate to give him proof of her love* Eventu­
ally, very late in the book, just before Kate was due to leave Veniee, 
Densher put it to her squarely that if she did not come to his rooms,
^James, Wings of the Dove* p* xviii*
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then he would not remain behind In Venice to carry out her plan that he 
ahould court Killy*
In the play, Bolton has created a somewhat stronger situation, 
from the point of view of dramatic action* At the climax of a passion­
ate scene between Kate and Riohard Denning in the first aet, the door 
to Mrs* Lowder* s drawing room is softly opened and dosed* At this 
point, neither the audience, nor the lovers, know who it is that has 
overheard them* At the end of Act II, Lord Mark tells Mrs* Shepherd 
that it was he who had overheard the lovers, and that he had had his 
"man" follow Kate afterwards to Riohard Denning's rooms in Bloomsbury* 
In the novel, there was no consummation of the affair in London— that 
came much later, in Venice* Also, in the Jamesian version, all that 
Lord Mark oould tell Milly was that Kate and Merton Densher had been 
engaged all along, for he had no way of knowing how far the couple 
might have gone* Thus, with one stroke, Guy Bolton gives concreteness 
to the "affair," while the softly opened and closed door creates a 
suspenseful ending to his first act*
In the second scene of Act II, in Venice, Kate requests Riohard 
Denning to let her oome to him again* This time Richard hangs back, 
saying,
RICHARD* I*m committed to playing a part, Kate* • • • I find 
there are delicate shades in this matter of double dealing*131
Later in the same scene, when Kate sees that she must accept Richard's
new attitude, she has these linest
KATE* (With mounting emotion*) Oh, I know • • • I knowl But 
I never thought it woula be like this* I've felt so shut out, so
13lBolton, 0£* cit*, p* U6.
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lonely end miserable* We were ao close— it's that that I've been 
mlasing* • • • I've been longing to feel your arms about me as 
they were that evening in Bloomsbury* • • • Perhaps that was a 
mistake— you roused something in me* • • • But there, don't 
listen* I'm talking like a sentimental harlotl!32
It ia rather hard to conceive James'a Kate referring to herself in such
language*
Further, in the final scene of the play, Kate admits to her Aunt 
Maud (Mrs* Lowder), and to Mrs* Shepherd, that Lord Mark's tale about 
the liaison had been true* Kate even defends her plot by saying that 
it was Justified if the dying Milly could have been made happy by be­
lieving that Riohard had loved her*
In the novel, Kate's attitude about her scheme had been the 
same* However, according to James, Aunt Maud never did learn of what 
had taken place between her niece and Merton Densher*
Other changes made by Bolton while dramatising The Wings of the 
Dove include a few slight differences in the handling of Milly, and 
some minor additions to the plot*
Milly gains slightly in certain dimensions* For example, in the 
play, Milly roguishly sends Kate out of the room on an unnecessary er­
rand, so that she can be alone with Richard Denning* Other new ele­
ments concerning Milly include her suggestion to Richard, in the first 
act, that she should help him financially* Milly invents several 
stories for Riohard to use in his writing* She tentatively proposes 
marriage to Riohard when she asks him whether he would like to live in 
the Palazzo Leporelli, and she tells him that she should not have any
132Ibid., p. U6*
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children. New, too, ia Milly1a outright request that Riohard should 
kiss her.
Bolton apeoifiea Milly1 a illness as "Addison's disease."̂ 33 The 
playwright indioates that there is a hope for Milly's reoovery through 
the use of a new drug whloh ia being developed in Switzerland. Thus, 
whatever mystery James may have achieved through carefully not reveal­
ing the nature of Milly's illness has been lost.
Riohard Denning's dream of writing a book is not entirely Bol­
ton's invention. In the original novel by Janies, Merton Densher had 
invented the desire to write a book as an excuse for remaining in 
Venice. In Guy Bolton's play, Richard Denning's book actually does 
get written during the course of the aotion.
The most striking difference between Henry James's novel and the 
dramatization by Guy Bolton is probably in the dialogue* It is hard to 
reconcile the lines of the play with Henry James at all. The whole 
style, the atmosphere, is radically different.
The play is full of quips and other examples of ready wit. 
Whether the type of humor is on James's level, or whether it approaches 
vulgarity, would be a matter of opinion and aesthetic reaction. The 
following examples indicate the kind of humor which is new in the play.
Lionel Croy twits Richard about his age, and about the fact 
that, at thirty-four, he is still only a "penny-a-liner" journalist. 
Riohard defends himself with the observation that will power is a
133Ibid.t p .  2 1 .
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strong weapon* To which Lionel responds, "Yes, men have oonquered the 
world with it— but they've usually started a bit earlier
When Lionel observes that Kate, with her looks, should be able 
to marry well, Kate asks her father if he means that she should sell 
herself to the highest bidder. Lionel's response is, "Well, at least 
not to the lowest."135 Then the father turns to Riohard Denning with 
the advice, "Marry a rich woman, my boy. Even if she's not as pretty 
as Kate— don't let that trouble you too greatly. Remember, all cats 
are grey in the dark."̂ 3̂
Again, it is Lionel who observes, "It may be love that makes 
marriage attractive but it is only money that makes it endurable."̂ 37
In a conversation with Lord Mark, Lionel says that to lose caste 
is "like taking off a pair of tight boots and getting into your carpet- 
slippers."̂ 38 to Milly, Lionel observes, "When you are poor the doctor 
cures you quicker."̂ 39
Later in the play, Richard Denning conducts Milly around the 
city of Venioe. The girl says that Riohard "knows more about the place 
than Casanova did.l,3k0 To which Richard laughingly replies, "Well, not 
quite from the same stand-point."3̂ !
Another example of playwright Bolton's wit is shown in Kate's 
rejoinder to her aunt's mild remonstrance that, in her seoretivsnees,
13l*Ibid., p. 9. 135Ibid., p. 10.
136Ibid. 137Ibid.
13flIbid., p. 30. 13?Ibid.. p. 32.
lliQIbid.t p. UU. ^ Ibid •
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Kate is like her father* Kate says, "Poor Pappal The sine of the 
ohildren shall be visited upon the fathers."*^
Even the eminent doctor, Sir Luke Strett, is given his little 
joke* Sir Luke says to his patient, Milly, "I've heard of honest pride 
standing between the poor lover and the wealthy girl— but I've never 
encountered it."^*3
All of the foregoing examples of humorous lines are Bolton's and 
not James's* It should be added that a close oong>arison of the lines 
of the play with the dialogue in the novel only serves to underscore 
the fact that this is a very free adaptation indeed.^1
Bolton has included a noticeable number of clichis in the 
script. These include Lionel's remark to his daughter, "Oh, so you 
show your claws, do you?"^>j Richard Denning's request to Kate, 
"Please, don't conjure up visions of forbidden raptures"̂ *̂ j Richard's 
line, "• * * the wheels we have set in motion will keep on turning*^? j 
and, after Milly*s death, Richard's observation, "She knew that I had 
been after her money so she flung it in my face."3*1®
Other plot alterations by Bolton include the following items*
In the novel, Densher and Lionel Croy never met* In the play, they
^Ibid*. p* L5. 1J*3Ibid*, p* 51.
1̂ Perhap8 the writer in Time magazine put his finger on Bol­
ton's contribution to the play's failure when he wrote of the "host of 
changes that reduce the book's great cumulative impact to emotional 
small change." See Time, LXVHI (November 26, 1956), 56*
^Bolton, og. cit., p. 8. li*6Ibid., p. 13.
^Ibid*, p. 18. llt8Ibid., p. 76.
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appear in two scenes together! in the opening scene of the play when 
Lionel calls on his daughter, and again in Venice after Milly*s death* 
There is some difference between the ohronologioal order of the 
events surrounding Lord Mark*s first arrival in Venice, as they occur 
in the novel and in the play* In the novel, Lord Mark went to Venice 
twice* once to propose to Milly (he was refused)| and then, after he 
had learned of the secret engagement between Kate and Densher, Lord 
Mark returned to Venice for the express purpose of telling Milly what 
he had discovered* In the play version, Bolton does not have Lord 
Mark come to Venice at all until after Milly has proposed to Richard. 
Then Lord Mark arrives on his brother's yacht, tells his destructive 
story to Mrs, Shepherd, and immediately departs again* Very con­
veniently, dramatizer Bolton arranges that Kate and Mrs* Lowder shall 
sail away with Lord Mark when he leaves Venice on the following day*
In the play, Mrs* Shepherd blames herself for Milly*s oollspse, 
because it was she who told the girl about Lord Mark's story concerning 
the secret engagement between Kate and Richard Denning* It la also 
Bolton's idea that both Mrs* Shepherd and the doctor know the contents 
of Milly*s will, and that neither of them understands why she wishes to 
leave a "certain legacy" to the unfaithful Riohard *^9 Also, in the 
stage version, it is the doctor who persuades Milly that she should 
admit Richard when he calls to ask for news of her health.
The final scene in the play takes place a month later* Lord 
Mark and the yachting party have just returned to Venice, and Milly
^Ibid*, p. 62
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has died In the interim. Thus Bolton has chosen to end his version of 
the story in Venice rather than in London. This has necessarily cre­
ated some changes besides the condensation of time. For one thing*
Mrs* Shepherd* who is getting ready to return to America* meets the 
other characters once more face to face* and it is a rather bitter 
meeting.
The play ends on a sentimental note as Richard Denning realises 
that he really was in love with Milly. Even so* Riohard is ready to 
keep his pledge to Katet it is Kate who makes the break. Bolton has 
thus changed the note of the ending slightly* for* in the plAy* Richard 
Denning is in love with Milly herself; but* in the novel* he was in 
love only with a memory* and it was his conscience that stood between 
himself and Kate.
Finally* some of the items which have been lost in the transi­
tion from novel to play may be considered.
First* Guy Bolton has omitted all mention of Riohard Denning's 
visit to the United States* where* in the novel* he had first met 
Milly. In the play, Kate merely mentions to Richard that his American 
friends are staying with her aunt in London. This elimination leads 
to a further loss of Jamesian material* for it necessitates the omis­
sion of the whole strange* subtle business of Kate never mentioning her 
young man to her "olose" friend* Milly. It also rules out the involve­
ments of Milly learning from another source that Kate knows Densher* 
and of Milly then similarly refraining from mentioning Densher to Kate.
Another item that Bolton has eliminated is the fact that Den­
sher* in the novel* never knew the actual size of the legaoy which
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Milly had left to him* Upon receipt of a communication from Milly* e 
lawyer, Densher had sent the envelope unopened to Kate* Then, when his 
fiancie brought the letter to him, Densher declared that he did not 
wish to be informed of its oontentst he wished to refuse the legacy* 
According to James, it was Kate who recognised that the whole experi­
ence had changed them both, so that they would never again be as they 
once were* All wae over between them* For the purposes of James's 
ending, it is not necessary for the reader to know whether Densher ever 
does learn the size of Milly*s bequest, or even whether or not Kate 
accepts Densher*8 offer to let her have the money for herself*
Finally, and this is perhaps the greatest loss of all, Bolton 
has eliminated anything resembling James's "oentres" of interest* Per­
haps this was inevitable in writing for the realistio theatre* At any 
rate, there has been no attempt to duplicate James's method fay any 
means whatsoever* As he explained in his preface, what James had tried 
to do in The Wings of the Dove was to construct his story in a series 
of blocks* He wished to move from the consciousness of one character 
to the consciousness of another one, in the various sections of the 
work* As James expressed it, he wished to approach Milly "circuitously 
• • • watching her, as it were, through the successive windows of other 
people's interest in her."^®
Through his device of the changing "centres" of interest, James 
was able to create in this work a tremendous depth for his characteri­
zations* By alternating the points of view, the centers of conscious­
ness from which he wrote, James enabled the reader to see deeply into
iSOjames, Wings of the Dove* p* xxx.
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the workings of the mein characters’ minds. The reader could thereby 
be made to understand the intricacies of their several motivations, 
without James obtruding his omniscience as author.
In olosing, mention may be made of one other problem that any 
would-be dramatiser would have to face in dealing with The Wings of the 
Dove. This work Is written in James's later style, with its attendant 
convolutions of thought. The inner thoughts of the characters which 
James managed to convey in this book would not seem to lend themselves 
to stage presentation. Not, at least, in the normal realistio man­
ner,
A single example will suffice to show the kind of Jamesian writ­
ing to which reference is here made. The situation at this moment is 
that Densher, back in London, is trying to tell Kate about his final 
oall on Hilly in Venice. During this difficult interview with Kate, 
Densher goes back in his memory over the thoughts whioh he had previ­
ously had in anticipation of the present conversation.
His idea had been, in advance, that she would perhaps sound him 
much more deeply, asking him, above all, two or three specific 
things. He had fairly fancied her even wanting to know and trying 
to find out how far, as the odious phrase was, he and Hilly had 
gone. He had aBked himself if he were prepared to hear her do 
that, and had had to take for answer that he was prepared of coursefor everything.̂ 52
^*The question of whether these inner workings of the char­
acters' minds could be successfully dramatised is outside the province 
of the present study. However, it is interesting to speculate whether 
something might be done in the manner of Baylor University's famous 
experimental Hamlet, or, again, something might be managed after the 
pattern of Eugene d1Neill's inner soliloquies in Strange Interlude.
l^James, Wings of the Dove, II, 351.
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For the dramatizer, the problem of trying to convey this type of 
consciousness on the part of the characters, would be quite separate 
from the difficulty of dealing with James's "centres," or successive 
points of view* In the particular case at hand, Guy Bolton seems to 
have side-stepped the issue by simply writing an entirely new play 
based only on the surface plot of The Wings of the Dove.
Summary
In comparing Guy Bolton's play, Child of Fortune, with James's 
novel, The Wings of the Dove, the following items may be summarized.
I* Staging!
A. Guy Bolton's three-act play is divided into five scenes. Two 
settings are required! the morning room at Mrs. Lowder's home 
in London; and a sitting room in the Palazzo Leporelli in 
Venice.
B. Technically, this is a very simple show. Sound effects in­
clude a guide's voice, which ia heard over a microphone; and 
the sound of a gondolier singing. General interior illumina­
tion is needed, with some changes in the sky outside the win­
dows. A sixteenth century portrait which resembles the 
actress playing Milly Temple is required.
II. Guy Bolton's handling of the material of James's novel!
A. Basically the plot of the play is the same as that of the 
novel. The first act is equivalent to over three-quarters 
of the entire two-volume novel. There are some changes in 
the chronological order of certain events, however, and the
kO$
playwright has introduced a few innovations. The play ends 
in Venioe rather than back in London*
B* New soenes in the play include the prologue exhibition of 
the portrait! the love scene between Kate and Riohard Denning 
at the end of Act I, which is overheard by Lord Mark; the 
later soene in which Lord Mark tells Mrs* Shepherd what he 
had overheardj two new scenes between Riohard Denning and 
Lionel Croyi the long scene in which Riohard confesses every­
thing to the dying Milly! the closing moments of the 
play, when a little breeze— suggestive of Milly* s spirit—  
rustles the pages of Richard's manuscript, while he gases at 
the portrait*
Other innovations involve Dr* Strett and Mrs* Shepherd* 
There is a new father-daughter relationship between Dr*
Strett and Milly! Mrs* Shepherd tells Milly about Lord Mark's 
revelation! Dr* Strett persuades Milly to receive Riohard 
again in Venice; and Dr* Strett and Mrs* Shepherd know the 
contents of Milly's will before she dies*
C* The events which took place in the home of Kate's sister, 
Marian, have been omitted from the play* Gone, too, are the 
subtle involvements in the novel which grew out of the fact 
that both Kate and Milly early in their friendship refrained 
from mentioning Merton Densher (Riohard Denning)*
D. The names of some of the characters have been changed
slightly* Milly Theale has become Milly Tenple in the play, 
and Merton Densher is now called Richard Denning* The
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companion's name has been simplified to Mrs* Susan Shepherd* 
The other important oharaoters retain their original names* 
The character of Lionel Croy has been developed in the 
play, and a certain grossness seems to have been introduced 
into the role of Kate*
E* There seems to be no real relationship between the dialogue 
of the play and that of the novel*
F. The over-all time has been reduced from over a year to just 
four months in the play* The period is the same as in the 
novels that is, just after the turn of the century*
Q* The eventual resolution of the events is made clear in the 
play, whereas the ending of the novel was inconclusive*
III* Gained»
A* A certain amount of humor has been added*
B* A good deal of sentimental material has been added in the 
play.
IT* Losts
A* The omniscient author has vanished*
B* No attempt has been made to preserve James's "centres" of 
interest*
C* The depth of some of the characterizations seems to have been 
lost, because the complicated processes of their inner 
thoughts oould not be presented in a realistic type of pro­
duction*
D* The intriguing inconclusiveness of James's ending has been 
lost*
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X. "EUGENIA" BY RANDOLPH CARTER* BASED 
ON JAMES'S THE EUROPEANS
Written in England, the first edition of Henry James's novel,
The Europeans, was published in two volumes by Macmillan and Co., of
London, in 1878*^3 in the United States, the work appeared in aerial
form in the Atlantic Monthly in the same year, and it was published in
book form in 1879
There seems to be little information about the source of the
story* It was written specifically for the Atlantic Monthly* James
wrote to his friend, William Dean Howells (the editor of the Atlantic),
on March 30, 1877, saying that he planned to develop an idea about
a genial, charming youth of a Bohemianish father, who comas back 
from foreign parts into the midst of a mouldering and ascetic old 
Puritan family of his kindred • • • in New England 1830* All the 
women fall in love with him* . . .  But he marries the prettiest, 
and from a romantic quality of Christian charity, produces a pic­
turesque imbroglio (for the sake of the picturesque I shall play 
havoc with the New England background of 18301)155
James, in 1877, saw his story as "the picture of the conversion
of a dusty, dreary domestic circle to e p i c u r e a n i s m * "̂ £6 gy the time
the story was published, the center of interest had shifted from the
young Bohemian gentleman to his older sister, Eugenia; and of the
^^Edel and Laurence, op* oit*, p* 37*
l51*The Europeans appeared serially in the Atlantic Monthly, XLII 
(July-October, i&to)• The book was published by Houghton, Osgood and 
Co*, of Boston, in its first American edition in 1879* (Edel and 
Laurence, og* cit*, pp* 37*38, and p* 31U.)
^^Leon Edel (ed*), The Selected Letters of Henry James (New 
York* Farrar, Straus and Cudahy, cl9j>!?), p. 70.
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"dreary domestic circle," only one member— Gertrude, the younger daugh­
ter of the family— was converted to a Bohemian way of life*
James kept his idea of a New England setting, and he made the 
date about 161*6 (thirty years earlier than the writing of the novel)*
An atmosphere of constant contrast was provided by the presence of the 
European-bred brother and sister amongst their American relatives, the 
Wentworths*
James's story opens in a dreary hotel room in Boston* Outside, 
there is a "dull, moist snow-fall," even though it is the middle of 
May* 5̂? Eugenia, who is more impressively known as the Baroness 
Mflnster, stands at a window surveying the dreary scene*
Eugenia has oome to Amerioa seeking her fortune* She is ao- 
oompanied by her younger brother, Felix Young*
By no means beautiful, Eugenia is nevertheless a charming woman* 
She has oome by her title through a morganatic marriage to the Prince 
of Silberstadt-Sohreokenstein* The prince and his family wish to dis­
solve the marriage, but, at the time of James's story, nothing has been 
settled*
Eugenia and her brother visit their relatives, the Wentworths, 
who live in the country just outside Boston. Mr* Wentworth is the 
half-brother of their late mother* The Wentworths invite them to make 
a lengthy stay, and Eugenia and Felix take up residence in a small 
house on the Wentworth estate*
^^Henry James, "The Europeans," Washington Square| The Euro- 
peana (New Yorkt Dell Publishing Co*, 19*>9), p* 207. IFuture refer­
ences to this book will indicate only The Europeans, in order to avoid 
confusion}
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The Wentworth family consists of the father and his three grown 
children, Charlotte, Gertrude, and Clifford* Two other young people 
are constantly at the housei these are Robert Acton, a cousin of Went­
worth, and his younger sister, Lizzie* Lissie and Clifford are plan­
ning to become engaged* Another frequent visitor is the ecclesiastioal 
Hr* Brand* Mr* Brand is in love with Gertrude, but she is unable to 
return his feeling*
The Wentworths are a rather Puritanical family* To them, Eu­
genia seems fascinating, though perhaps dangerous. Felix, on the other
r
hand, succeeds in charming them all*
Felix is irrepressibly gay* He is an artist, an "amateur," and 
he manages to eke out a living by painting portraits and selling 
sketches* He paints flattering portraits of all of the Wentworths* 
Gertrude is the first member of the family who sits for him* It is 
during her sittings that the friendship between Felix and Gertrude 
deepens into love*
Oertrude has always rebelled against the solemnity of her 
family's way of life* She has, indeed, been a source of worry to them, 
and her father and sister look on the Reverend Mr* Brand as a kind of 
savior*
By the middle of August, Eugenia believes that she has found her 
fortune in the person of Robert Acton* In the eyes of the local gen­
try, Acton is a man of the worldt he has been to China, and his house 
is full of curios* Acton is obviously interested in Eugenia, but he 
wonders whether it is love or only an intense curiosity that he feels 
toward her* He questions Eugenia about her morganatic marriage*
Uio
Eugenia tells him that, in order to be free, she need only sign a paper 
indicating her willingness to have her marriage dissolved* Aoton asks 
the baroness to let him know if she signs the paper* Eugenia interprets 
this to mean that Acton wishes to marry her*
Aoton goes away for a few days, to Newport, to visit an old 
friend who is seriously ill* Immediately on his return, Aoton calls 
upon Eugenia--even though it is late at night* Acton asks Eugenia to 
come to Niagara with him— alone, and he tries to find out whether she 
has yet signed the document which would dissolve her marriage* She 
answers that she will tell him at Niagara* At that moment, Clifford 
Wentworth enters from a baok room, and Eugenia says lightly that the 
youth had come to look at Felix1s sketches*
A number of days pass, and Aoton does not call again* Eugenia 
concludes that he is avoiding her* She is bored by her surroundings; 
she feels that she should return to Europe; and she is annoyed at her 
own vexation concerning Acton* The baroness calls on Acton's mother 
to say farewell, and she sees Acton at the house* He asks her again 
whether she has sent off the document which will liberate her from her 
marriage, and Eugenia answers that she has done so. Acton does not 
reply, but he finds that he does not believe her* The fact that he has 
discovered her in a lie— or so he thinks— eases his conscience*
Felix approaches Wentworth to ask for Gertrude's hand in mar­
riage* At first the old man is reluctant to give his oonsent, but when 
both Charlotte and Mr* Brand urge him to allow the marriage, he agrees 
to do so* Brand wishes to perform the marriage ceremony himself for 
Felix and Gertrude*
uu
That evening, when the family circle ie gathered at Mr* Went­
worth* a, Eugenia congratulates Gertrude* Acton is there too, and he 
asks Eugenia once again about her marriage* Eugenia says that she has 
dissolved it, but she can see that Acton doubts her word* Aoton hints 
that the family is soon to have another marriage, and Eugenia thinks he 
means a marriage between herself and him* However, Acton is speaking 
of the forthcoming marriage of Lizzie and Clifford*
Disappointed, Eugenia tells her brother that she is returning to 
Europe, and that she will not wait for his marriage to Gertrude* Eu­
genia tells Felix that she really has not signed the annulment document, 
and so she is still married to the Prince of Silberstadt-Schreckensteln* 
The night before Eugenia departs, Acton expresses his regret that she 
is going, but he does not make any move to prevent her from leaving*
On the last page of his story, James quickly disposes of the 
various characters* The reader is told that Felix and Gertrude marry 
and go to live in Europe; that Gertrude, later, visits her home upon 
the occasion of Charlotte's marriage to Mr* Brand; that Clifford and 
Lizzie get married; and that Robert Acton "married a particularly nice 
young girl," after his mother's death**58
It may be asked whether James had any particular purpose in 
writing The Europeans besides merely setting forth the events of the 
story* Apparently, as he told Howells, James intended only to create 
a "picturesque imbroglio," and to "play havoc with the New England
^James, The Europeans* p. 38U.
background.*1̂  The theme of the novel is developed out of the con­
trast between Amerioana and Europeans. The American characters are 
comparatively pure and innocent, while the Europeans are devious.
The foreignness of Eugenia and her brother is exaggerated by 
their frequent use of French expressions. The novelist suggests that 
Eugenia looks Oriental in appearance, with her braided hair and her 
elaborate earrings. In Boston, the visitors noted with surprise the 
differences in customs, in modes of travel, and In the appearance of 
the women— whom Eugenia was pleased to observe looked immature•
To Felix, the Wentworth home looked as though it had just been 
builtt he called it a "magnified Nuremberg toy."1**0 To the Wentworths, 
however, their eighty-year-old house was a "venerable mansion.*1̂ 1 As 
for matters of moral behavior, the travelers could not understand their 
relatives. Eugenia could not accept the freedom which was allowed to 
the young people, while Felix could not understand why his uncle should 
worry about Clifford*s habit of drinking.
On the other side, Mr. Wentworth was shocked when Felix sug­
gested that Eugenia should introduce Clifford to the ways of the world, 
and that she could exercise a civilising influence on the young man.
On another occasion, Felix, in speaking of himself, said that "at bot­
tom" he was a Philistine— because he was a Qod-fearing man.162 This 
was a remark which Wentworth was unable to fathom.
iqo*-̂ Edel, Selected Letters of Henry James, p. 70.
1**°James, The Europeans, p. 236.
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Last, it might be mentioned that Eugenia regarded a little fib­
bing aa a normal part of smooth social intercourse* This may have been 
due, in large measure, to her experience of court life in Germany* It 
irritated her that Mthese people*1 should not be pleased by such fib­
bing.1̂
It may be that this last difference between the baroness and her 
American relatives caused her downfall* James let the reader see the 
baroness contradiot herself, but he did not always reveal what the 
truth really was* Eugenia told Felix that she had refused Acton, 
whereas he had never come out directly and asked her to marry him*
More importantly, Eugenia told her brother that she had never signed 
the document of renunciation, and that she was thus still married to 
the Prince of Silberstadt-Sohreckenstein* This was the exact opposite 
of what she had told Acton* Thus Eugenia lied either to Acton or to 
Felix.
James once again created a story with an inconclusive ending*
The reader never learns what eventually happened to Eugenia* It may be 
that she really had signed the document, but that she was too proud to 
admit to her brother that she had fallen between two stools— as it 
were* On the other hand, and it would seem more characteristic of the 
baroness, she may never have signed the paper at all, and thus she 
would have left open a safe retreat to Europe*
In 1957, a dramatic version of The Europeans appeared on Broad­
way* The title of the play was "Eugenia," and the dramatisation was
l63Ibld„ p. 292.
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made by Randolph Carter. In converting James's novel into a play, Car* 
ter kept essentially the same plot and the same characters.*̂ * The 
title role of the play, Eugenia, is the main character* Her brother, 
Felix Young, has become Felix da Costaj the Reverend Brand has been 
given a first name— Alfredj and the name of Eugenia's maid has been 
changed from Augustine to Maria* The other main characters maintain 
their original names* Acton’s invalid mother has been eliminatedt this 
has made it unnecessary to have any scenes in Acton's home* When Eu­
genia's husband is mentioned, he is called Prince Rudolph— rather than 
Prince Adolf j and his brother, who was unnamed by James, is now re­
ferred to as Maximillian.
^Randolph Carter, the author, very graciously loaned a copy of 
the unpublished playscript to the writer of this dissertation*
This was not a definitive scripts there were many minor points 
whioh apparently had not been decided upon* For example, Felix's last 
name was variously spelled as Da Costa, da Costa, and de Costa* The 
Rev* Brand's first name was sometimes Alfred and sometimes Arthurj but 
the New York newspaper reviews of the play, on January 31, 1957, re­
ferred to him as Alfred* The setting of the play did not seem to be 
fully described at the opening of Act I, but the action of the play 
made it quite obvious what additions needed to be made* (From a direc­
tor's viewpoint it might be added that, with only one exception, the 
movement of the players seemed to be logical, motivated, and complete 
in the script.) There seemed to be a little confusion over the time 
elements in the play, however* No doubt these inconsistencies had been 
taken care of by the opening night.
In a letter dated August 29, 1963, end addressed to the writer 
of this dissertation, Randolph Carter stated that the script was un­
recognisable in the New York production* The version whioh he loaned 
for examination was the one which the playwright originally wrote, and 
which he hopes to publish* (Perhaps Carter's complaint about the pro­
duction was justified* At any rate, it is of some interest that the 
New York reviewers referred to two items which were not in the borrowed 
manuscript* Both the Herald Tribune and the New York Vorld-Telegram 
and the Sun mentioned a chess game which was not In the script* The 
bally News complained about the second act curtain line, calling it 
unforgivable, "'There is a greater fault than pride* It is to sense 
evil where none exists*'" There was no such line in the borrowed manu­
script. All three of these reviews appeared in New York on January 31* 
1957.)
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The playwright has provided names for other people who were 
merely mentioned by James* The persons in the play speak of Eugenia's 
late mother as Celia; Acton's late wife is referred to as Irene; the 
old Countess who urged Eugenia to marry the Prince is now called the 
Countess Hohenlohe; and the unseen gardener is named Benjamin*
The relationship between Aoton and Lizzie is ohanged in the 
play* Acton, on stage, is the father of Lizzie, rather than her 
brother* Perhaps his generation was changed to fit the age of the 
actress playing Eugenia— Tallulah Bankhead* In the novel, Eugenia was 
thirty-three years oldt in the play, the baroness is of "indeterminate 
age*"^ Felix is slightly older than he was in the bookt thirty-four 
rather than twenty-eight*^^ The Wentworth family and Brand remain 
virtually unchanged*
In the play, Eugenia was born in Berlin rather than in Vienna* 
The amount of French spoken by Eugenia is considerably more than in the 
novel; whereas, for Felix, the amount of French has been reduced to 
only three expressions* The playwright has provided a special note
^'’Randolph Carter, "Eugenia" (unpublished manuscript), I, i, 9»
^^There was some evidence in the manuscript to show that the 
role of Felix had been altered after its initial typing* The script, 
as typed, stated that FeUx was born in France, but the words had been 
altered by hand to say that he was born in Holland* (Felix's father 
was still referred to as a Sicilian, and his mother as an American*)
It is of interest here that the Herald Tribune critic complained of 
Scott Merrill's "inexplicably Germanic pronunciations of proper names," 
in the review which appeared on January 31, 1957* (Scott Merrill 
played the role of Felix*)
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with the cast list to the effeot that the roles of Eugenia and Felix 
"guy be played with or without foreign accents.
The theme and motivations of the play remain the same as in the 
novel* The plot, as has been mentioned, is the same in its general 
outline* However, there is a lot of rearranging of James's material* 
Even so, the result is not oonfusing, for eaeh group of characters, 
each set of lovers, moves logically forward in its own chronological 
progression*
The aotion of the play is confined to a single setting! the 
guest cottage and garden on the grounds of the Wentworth estate, near 
Boston* A portion of the interior of the guest cottage is seen on the 
leftj the garden fills the rest of the stage* The action indicates 
that there is a little porch to the cottage, and that there are exits 
and paths to other parts of the grounds up right, down right, and also 
off down left below the cottage* Inside the cottage there are two 
doors leading to other rooms, and a staircase leading to an upper 
floor* It is understood that the main house is somewhere off-stage 
up right, and that there is a pond off left*
The playwright makes good use of his multiple area setting*
More than once there are conversations being carried on simultaneously 
by different sets of charaoters inside and outside the house, and it 
seems entirely convincing that they should not overhear eaoh other*
The appearance of the cottage has been changed* What was a 
simple, small, white house in James's book has now become a fanciful
1 6 7'Carter, o£. oit*, cast list, unnumbered page*
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structure with wings, eaves, verandas, and flying fretwork. The In­
terior seems muoh as It was in the novel, and Eugenia still feels it
necessary to hang pink silk curtains at the windows, and to drape
shawls and lace around the cottage to make it fit her own personality*
Some incidents in the book would have been virtually impossible 
to stage— such as Gertrude and Felix rowing on the pond, Acton and Eu­
genia driving in a carriage, and Eugenia on board ship about to sail* 
The many locales of the book have been reduced to one setting* There 
are now no scenes in the Boston hotel, in the various rooms of Went­
worth's house, at Acton's home, or out in the fields*
Many of the book's conversations have necessarily been short­
ened, but nothing whioh vitally affected the relationships between the 
characters seems to have been omitted* Felix does not now suggest that 
Gertrude should deliberately try to get Charlotte and Brand to marry,
i
and the pecuniary aspect of Felix's desire to paint Gertrude's portrait 
is absent*
The action of the play begins with Felix's first visit to the 
Wentworth estate* As in the novel, it is a Sunday, and Gertrude is at 
home alone while the rest of the family is at church* From this point 
on, the play more or less follows the course of the novel, with the 
exception of a number of transpositions of James's material* The final 
curtain line of the play is Eugenia's statement to Felix that she has 
signed nothing* This means that the dramatist has omitted those items 
which followed this statement in James's novel* This has eliminated 
Eugenia's final evening at her uncle's home, Acton's farewell, Felix's
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farewell on board ship, Janes's summary of future marriages, and the 
final disposition of his characters*
Carter has strengthened the ending of his play by means of cer­
tain earlier lines which prepare the audience for it* In Act I9 
Scene ii, and also in Act III, Scene ii, Eugenia tells Acton that it is 
dangerous to want to know the truth about people* In the latter scene, 
Acton says that he has learned a great deal of wisdom since he has cone 
to know Eugenia, and he says, "Perhaps I have learned to doubt*"^® 
There is a feeling created in the play that Eugenia and Aoton are on 
the verge of a serious quarrel, and this makes it dearer than in 
James's novel that it is Eugenia's deviousness which causes her failure 
with Acton* Thus it seems very significant at the end of the play when 
Eugenia tells her brother flatly that she had never signed the document 
renouncing her marriage at all.
Surprisingly enough, a few of the speeches in the novel whioh 
bordered on the indelicate have been omitted* Already mentioned is 
Felix's definition of a Philistine as a God-fearing man* Also left out 
is the little exchange between Acton and Eugenia concerning Clifford 
and Lizzie* In the novel, Acton half jokingly asked Eugenia not to 
encourage Clifford, saying,
"He must not be inconstant to poor Lizzie*"
"To your sister?"
"You know they are deoldedly Intimate," said Acton*
"Ah," cried Eugenia, smiling, "has she— has she"--.
"I don't know," Acton interrupted, "what she has."̂ °°
^Carter, og* oit*, III, ii, 21.
^^James, The Europeans* p. 332.
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Similarly left out is Eugenia's answer to Acton's question as to 
whether she has sent off the document to Germany which would annul her 
marriage, "I will tell you— at N i a g a r a l " ^ 0
Because of the fact that the action is confined to a single set­
ting, it has been necessary for Randolph Carter to invent new motiva­
tions for entrances and exits* These many little additions all seem to 
be executed smoothly and naturally*
The play is divided into three acts of two scenes each* Two of 
the scenes are further divided into two sections eaoht in Act I,
Scene i, the lights are lowered to denote the passage of forty-eight 
hours} in Act III, Scene ii, the lights are lowered to show the passage 
of several hours*
The period of the play is 1878* James's story took place about 
16U6, or some thirty years prior to the writing of his novel*
The amount of time covered by the incidents in the original 
story was four months* This has been reduced to only a little over 
three weeks in the playscript* The action of the play extends from a 
Sunday in June until July 8, 1878* Nevertheless, the feeling of the 
play seems to be considerably longer than three weeks* The romance be­
tween Felix and Gertrude does not have a whirlwind quality, nor does 
the relationship between Eugenia and Acton develop with excessive 
speed* For example, when the playwright retains James's speech for Eu­
genia, "You must find it strange that I have settled down in this out- 
of-the-way part of the w o r l d , i t  is hard to reconcile her words
1^Ibid*, p. 330. ^^arter, oj>* cit*, I, ii, 25*
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with the script's indication that she has been on the Wentworths' es­
tate for only one week* Similarly, in Act III, Felix says to Brand 
that he has been waiting to tell him for weeks that Charlotte loves 
hint it seems odd that Felix should have been waiting "for weeks," when 
he has been in the town for barely two weeks*1?2
In adapting James's material, Randolph Carter has made many 
minor changes in the dialogue* He has shortened many speeches, and he 
has simplified James's grammatical structure* Certain words have been 
modernized* For example, a "daguerrotype" is now called simply a 
"photograph," and a "ball" is now called a "dance." A stilted expres­
sion like Gertrude's, "I am determined to marry this gentleman,wl?3 is 
now more naturally expressed as, "I want to marry Felix*"17̂  Because 
Carter has omitted many sentences, some of the conversations seem to 
get around to the point more quickly than they did in the novel* Some 
lines have been lifted out of context* For example, a few things which 
Eugenia and Felix said to each other in the hotel in Boston at the be­
ginning of the novel now turn up in the third act of the play. Also, 
it is now Felix who says, "Who are these people to be so upset by a 
little fibbingI"17̂  rather than Eugenia*17̂
Sometimes James's subtlety has been lost. There are two exam­
ples of this in the first scene of the play. The dramatizer has re­
versed certain speeches of Gertrude and Charlotte concerning their
172Ibid*, III, i, 6. 171Jamee, The Europeans, p. 373*
17l*Carter, og. cit., Ill, ii, 1$.
17*Ibid., Ill, ii, 25. 17̂ James, The Europeans, p. 292.
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brother Clifford, thereby losing Gertrude's deliberately contradictory 
attitude* Then the humorous meaning of Wentworth's comment, "You have 
come very far,"I77 in response to Eugenia's assumption that a Unitarian 
is something new* has been destroyed by the insertion of several lines 
in between the original comment and the rebuttal*
Approximately one quarter of the play consists of new material, 
as far as the lines go, but actually nothing in the nature of major 
incidents has been added* Carter has built up the dramatic action in 
small ways, and he has added to the characterisations with little bits 
of business* For instance, Gertrude, in the play, kicks off her shoes
and executes a little dance in the opening scenet this action serves
to show her rebellion on the Sabbath, and to demonstrate to the audi­
ence that there is a hidden self in the girl* Wentworth's character 
is developed in a couple of pages of new material in the second scene
of the play. The playwright succeeds in showing Wentworth's exacti­
tude, and also his stodginess, as he fails to perceive that Eugenia is 
twitting him in this interchange,
(MR. WENTWORTH enters with CHARLOTTE and REV. BRAND* LIZZIE and
CLIFFORD follow)------------------------------------ -----------
EUGENIA. My, but you're prompt 1
WENTWORTH. (Looking at watch) We left the house at Ut56. It's 
exactly a two minute walk*
BRAND. Two minutes if one walks at a leisurely pace) one 
minute, if one walks briskly*
EUGENIA* If I did not know how kind you are, Mr* Brand, I might 
take that as a rebuke* Last evening when I was late for supper, it 
took me quite ten minutes to cover the distance*
LIZZIE* That's because you were walking with father*
ACTON* And we stopped to admire the rhododendrons*
CHARLOTTE* Last year father had Benjamin— our gardener— count 




WENTWORTH. There were 27,616 blooms.
EUGENIA. Amaaingl But can one trust the accuracy of Benjamin's 
count?
WENTWORTH. Benjamin has been with us for fifteen years} I have 
never had any reason to doubt his integrity.178
A slightly new view of Eugenia is provided in the play. The 
first time that Felix and Eugenia are alone together on the stage (I, 
i, 16-17), Eugenia smokes, and the language of both seems less polished 
than it had been earlier. (The language change may have been deliber­
ate on Carter's part, or it may have been done unconsciously.) The 
stage directions at this point indicate that the maid, Maria, brings in 
some slippers and puts them on her mistress's feet, but that Eugenia 
takes no notice of her. Perhaps this cold behavior was intended to 
show some difference between Eugenia's behavior in company and en 
famille. Two new pages here seem to suggest that the brother and sis­
ter have dropped a fapade. Carter has reinforced this impression with 
new closing lines for Act I, Scene i, in which Eugenia and her brother 
frankly plan the moves in her coming campaign.
Certain lines whioh are given to the baroness in the play seem 
unlike the lady of James's novel. In the play, Eugenia says to Clif­
ford, "Use! Uset A wife is useful— a mid-wife is useful. A mistress 
is a luxury. But you'll never understand that.*179 There are also a 
couple of speeches which would probably get a laugh from an audience, 
but which sound more like Tallulah Bankhead than like James's Eugenia. 
Eugenia says to Acton,
178Carter, 0£. cit., I, ii, 28-29.
179Ibid., Ill, ii, 17.
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EUGENIA* What you say of a woman's position in China may be all 
very true* But I knew a Neopolitan princess who was* for a time, 
the concubine of a Man Chu viol War Lord* She undoubtedly exag­
gerated, as all Italians do, but she found the experience enor­
mously stimulating*ISO
Again, Eugenia says to Wentworth, in the same scene,
EUGENIA* There's really nothing quite so touching as the 
loyalty of servants* Take Maria, for example* Once a string of 
matched pearls I was wearing broke during the Grand March at a ball 
in Sc hi oss Halstead* Everything stopped— no one dared move for 
fear of crushing them* But dear Maria saved the day* She darted 
about and in moments, it seemed, had recovered all except two which 
had rolled under the Dowager Empress Christine.181
With the addition of little pieces of action here and there, 
Randolph Carter has been able to build up the dramatic elements of the 
story* The hostility between Eugenia and Lizsie is heightened by lines 
such as these,
EUGENIA* And now— tell me— what have you all been doing with 
yourselves?
LIZZIE* (Needles in hand) I have been crocheting* And I hope 
you will not think me rude if I continue*
EUGENIA* (Giving LIZZIE tea) You could never be rude my dear—  
unintentionally*l6z
Clifford's habit of drinking is made to seem more dramatic through 
action alsot at Eugenia's tea party in Act I, Scene ii, the youth em­
barrasses his family by collapsing drunkenly to the ground* He pulls 
the cloth off the tea table as he falls, and Eugenia's new tea serv­
ice— a gift from Acton— gets broken* Similarly, the tiff between 
Lizzie and Clifford seems more serious than in the novel, perhaps be­
cause the quarrel is actually seen on stage rather than just being 
talked about* In a new two-page section in Act III, Scene i, Eugenia
l6QIbid.. I, ii, 23. l6lIbid.t I, ii, 29•
l82Ibid., I, ii, 30.
nearly beoomes hysterical as she talks to Felix about her fear of the 
future* In the last scene of the play, Eugenia becomes more and more 
furious, and her seething hurt and resentment culminate in the follow­
ing exchange*
EUGENIA. Tonight we must all dress for dinnerl A real cele­
bration! QShe is referring to the double engagement of Felix and 
Gertrude, and of Clifford and LiszieJ Were we in France it would 
be an evening for chaiqpagnel
WENTWORTH, Fortunately we are not in France.
EUGENIA* (Barely able to maintain control) No— no we are not-* 
what singular fortunel We are in Boston, Boston, U.S.A.— United 
Sanctified AmericallW
Finally, almost at the end of the play, Carter makes Eugenia bravely
try to pretend to her brother that she has refused Aoton, but she
breaks down and tearfully admits that the American had never asked her
to marry him at all. It seems likely that this quick lie and reversal
by Eugenia, followed by her tears, would make her a more sympathetic
character in the eyes of an audience.
The dramatiser, Randolph Carter, has been able to utilise many 
of the physioal actions desoribed in James’s novel as specific business 
for the actors on stage* James, for example, had visualised Eugenia as 
a woman who used little movements whioh characterized her vanity— suoh 
as pinching in her waist with her hands, and this is used in the play* 
James had suggested the difference between the two Wentworth sisters 
with a little incident involving a scarft Charlotte was wearing a long 
scarf, but she could not seem to make it hang gracefully, and her sis­
ter, Gertrude, with a light touch put it right— only to see Charlotte,
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with a movement of her elbows, make the scarf hang awkwardly a g a i n .  
Carter has similarly Incorporated this action into the play* Other 
stage business which comes directly from the novel includes Acton toy­
ing with a fan when he visits Eugenia] Eugenia imprinting a kiss on 
Oertrude's forehead on hearing of her engagement to Felix; and many 
little descriptions of how certain speeches should be said— such as 
"rubbing his forehead," "very gently,■ "abruptly," or "very seriously*" 
When the final blow falls on Eugenia, that is, when she thinks Acton is 
about to announce their engagement but instead he announces the engage­
ment of Clifford and Lizzie, then in both the play and the novel Eu­
genia is described as throwing back her head and smiling at her uncle, 
and then turning with an even more intense radiance to Acton.^5
The Europeans was an early work of James, and so its style is 
relatively simple* The novel is written from no particular point-of- 
viewt there are no centers of consciousness* James made his presence 
evident, referring to himself frankly as the author* At one point he 
referred to himself as Gertrude’s "humble historian*Later, Janes 
said of Eugenia, "It is my misfortune that in attempting to describe 
in a short compass the deportment of this remarkable woman I am obliged 
to express things rather brutally*"̂ ®? James is, then, constantly 
present as the narrator*
1 A) James, The Europeans, pp. 223-22L; and Carter, op* cit*.
I. 2*
^Jamea, The Europeans, p* 380; and Carter, op* cit*. Ill, 
ii, 22. ---  --
^James, The Europeans, p* 227. ^Ibid*. p. 316.
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All In all* Randolph Carter has kept very close to James. The 
dialogue has been somewhat simplified and modernised. The new material 
which the dramatiser has added dovetails smoothly onto James's material. 
Carter has added some amusing touches here and thereI occasionally the 
type of wit in the new material does not seem Jamesian* however.
There is plenty of evidence in the script to show that Carter 
knows his way around the stage. The single setting would make this an 
easy play to produce* and the use of multiple areas would make it more 
interesting to view. The script calls for the use of distinct area 
lighting control* and for the creation of a sunset effect. The sound 
effects are limited to church bells which are heard in the first act. 
There is also evidence that Carter is aware of other uses of sounds for 
example* when two conversations are going on simultaneously* one between 
Felix and Oertrude in the garden* and the other between Eugenia and 
Aoton in the cottage* the playwright uses the sound of Felix ripping a 
page off of his sketch pad as a device to shift the audience's atten­
tion from the cottage out to Felix in the garden. Previously mentioned 
was Carter's use of the light fade and black-out to signify the passing 
of time. However* perhaps mention should be made here of a place in 
the script which might very well cause a "stage wait." At the begin­
ning of Act III* Charlotte pays a call on Felix* and he asks her to 
use her influence to gain Wentworth's consent to a marriage between 
himself and Gertrude. The conversation switches to "poor" Hr. Brand* 
and Charlotte becomes emotional.
(Scarcely able to oontrol her tears, Q3HARLOTTE3 turns and 
leaves the room. JBUJd is about td'atop~her bui Wnljcs betier of 
it. 6nce outside she hurries away. !BJ!1 strolls out on the
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porch, looks about and atarta to whistle, HE tests the weather, 
which hag cleared, observes a handsome aunsetwhlchis juBt bwfln- 
nlng. HE re-enters tha house and goes Into hlsstudlo. sUqsnxjT* 
cornea downstairs. * . ♦ ^  * and pokes theiire* M*1*1*
entera and atarta to gather up the tec things. riARIA s p e a k s . J-ip 8
It would acorn that auoh long, leisurely stage directions would dis­
tinctly alow down the action*
Summary
In comparing Randolph Carter's play, "Eugenia," with James's 
novel, The Europeans, the following items may be summarised*
I* Staging!
A* A single setting with multiple playing areas is used* The 
set shows the cottage interior and the garden simultaneously* 
B* Lighting control for the several playing areas is called for* 
C* Light fades and black-outs are used to denote the passage of 
time*
II* The handling of James's material!
A* The theme and plot are the same, and the ending is somewhat 
strengthened*
B* The characters are essentially the same*
1* The playwright, however, has created the feeling that 
Eugenia and Felix adopt a facade when they are with other 
people*
2* One major character, Acton's mother, is omitted*
108Carter, og. cit., Ill, i, 3
use
3. Many of the physical actions of the characters in the 
novel have been transferred direetly into the play as 
business for the actors*
C. The dialogue has been somewhat simplified and modernised. 
About one quarter of the lines are new, but no major inci­
dents have been added. The necessary new entrances and exits 
for staging purposes all seem to be motivated smoothly and 
naturally.
D. The period of the play, 1878, is thirty years later than that 
of the novel. The events of the play take place in three 
weeks rather than in four months.
B. James’s material has been much rearranged, but no oonfusion 
has resulted because each group of characters still pro­
gresses logically in its own development.
III. Gained»
A. A certain amount of humor has been added! some of it does not 
seem typically Jamesian.
B. Certain factors of the story are now shown in dramatic action 
in the play. These include such things as Clifford's drunk­
enness, and Gertrude's little rebellious dance on the 
Sabbath.
IV. Lost!
Nothing essential has been omitted. Occasionally James's sub­
tlety has been obscured.
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XI. THE ASPERN PAPERS, A DRAMATIZATION 
BY MICHAEL REDGRAVE
In writing his novel, The Aspern Papers, Henry James drew 
heavily on some real-life incidents. On January 12, 1867, James made 
two entries in hie notebook, and he subsequently combined them in the 
novel. The first incident involved a Captain Silsbee, who was a 
" S h e l l e y - w o r s h i p p e r , " ^ ®9 in Florence, Italy, Silsbee had managed to 
move in as a lodger with Miss Clairmont, the one-time mistress of 
Byron. Miss Clairmont had attained a great age, and she was living
with a niece. Silsbee had moved in with the hope of obtaining the old
lady's papers, which included letters of both Byron and Shelley. When 
the old woman eventually died, the middle-aged niece offered the papers 
to Silsbee on the condition that he marry her. He declined.
To James, the inherent interest in these events was in the 
struggle of the man with himself. The "price" demanded for the papers 
was too great, and yet the man "would give almost anything" to get 
them.^0
On the same date in 1887, James made a notation about a friend 
of his, the Countess Gamba, who owned some letters of Byron's, whioh 
she would neither show nor publish. The Countess had said that the
letters were discreditable to Byron, and she had even admitted that she
had burned one of them.*^
^Matthieseen and Murdock, og. cit., p. 71.
19°Ibid., p. 72. 191Ibid.
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In using these reel-life anecdotes as the basis for his novel,
The Aspern Papers, James changed the locale and the nationalities of 
the persons involved* The incidents of the novel take place in Venice, 
rather than in Florence, and the personalities have all become Ameri­
cans* The "papers," or letters, in question are those of a fictitious 
American poet, Jeffrey Aspern* The letters were written to his one­
time mistress, Juliana Bordereau* The ancient Hiss Bordereau lives 
with her niece, Miss Tina Bordereau— who is simply referred to as Miss 
T i n a * ^ 2  The gentleman who obtains access to their household as a 
lodger remains unnamedt it is he who tells the story of the novel, 
whioh is written in the first person*
In his preface to the 1906 revised edition of The Aspern Papers, 
James declared that there was "not a reflected g l i n t "  0 f  the origi­
nal Shelley enthusiast in the central figure of his novel, even though 
he had known him slightly* James took delight in the sense of a past 
which was still visitable, and it seemed romantic to him to contemplate 
the possibility that he himself might have met Miss Clairmont, if only 
he had known of her existence when he had been in Florence*
Henry James's secretary, Theodora Bosanquet, has recorded that 
for James to reread one of his works meant ipso facto that he would
^The Aspern Papers was first published in the Atlantic Monthly, 
March-May, 1886, The first book edition came out in the same year,
1686, published by Macmillan of London* The revised edition came out 
in 1906, as part of the New York Edition, published by Charles Scrib­
ner's Sons, in New York* (Edel and Laurence, 0£. cit*, p* 80, pp* 135- 
136*) There are many minor revisions in the wording of the revised 
edition* The changes include Miss Tits's name, which beoame Miss Tina*
^^Henry James, The Aspern Papers ( Qlevised edition) j New Yorkt 
Charles Scribner's Sons, i9?2), p. viii.
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rewrite it.1̂  Such wee the case with The Aspern Papers. A comparison 
of the 1866 edition with that of 1908 reveals that there are countless 
revisions in the style, but there are no changes in the progression of 
the plot, or in the characteristics of the people involved* The name 
of one character has been changed in the later edition! Miss Tita has 
become Miss Tina.
The novel is divided into nine chapters, and the whole work is 
narrated in the first person from the single point-of-view of the 
unnamed editor. As the novel opens, the editor recalls how he had con­
sulted his friend, Mrs. Prest, as to how he could best gain the acquaint­
ance of the ancient Miss Bordereau without arousing her suspicion that 
he was after her papers. It had been Mrs. Prest's suggestion that he 
should endeavor to become a lodger in the old Venetian palace whioh was 
Miss Bordereau's home.
Mrs. Prest is alluded to a few more times during the course of 
the novel as a confidante, but she does not figure in the actual 
events.
Presenting himself under an assumed name— which James never re­
veals, the editor persuades the Misses Bordereau to rent him some rooms. 
By treating the niece with great kindness, he hopes to be able to obtain 
through her whatever letters or other papers of Aspern'a may still be in 
the old aunt's possession. To gain his ends, the editor deliberately 
plans to make Miss Tina fall in love with him.
^*Theodora Bosanquet, Henry James at Work (London! Hogarth
Press, 192U), pp. 16-17.
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Although the editor lives under their roof, he almost never sees 
the Misses Bordereau* After three months, the editor encounters Miss
Tina in the garden one evening* He takes her into his confidence, and
%
he tells her that he is looking-for material on Jeffrey Aspern* Some 
three weeks later, the editor takes Miss Tina out on an excursion 
around Venice* On this occasion, Miss Tina promises to help him if she 
can*
A few days later, old Miss Bordereau shows the editor a minia­
ture portrait of Jeffrey Aspern which she would like to sell for an 
exorbitant price* Late that evening, the old woman suffers an attack 
of some kind, and a doctor is sent for* Assuming that Miss Bordereau 
is safely in bed, the editor takes the opportunity to snoop around her 
private sitting room looking for the papers* Just as the editor is 
opening a secretary, the ancient Juliana appears in the doorway. In a 
great fury, Miss Bordereau calls him a publishing scoundrel, and 
then she sinks back into the arms of the attendant Miss Tina*
The editor leaves the palace the next morning for a trip* When 
he returns twelve days later, the editor learns that Miss Bordereau 
has died* Miss Tina tells him that there were indeed many papers, but 
that she cannot let him have them* If they were related, as by mar­
riage, he could have the papers* The embarrassed editor retreatsi he 
leaves the house and roams about the city all that day* The next morn­
ing, Miss Tina tells him that she has burned Aspern1s papers, for she 
now has no reason to keep them*
19E>"James, The Aspern Papers Revised editionl, p* 118*
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The editor leaves Venice, carrying with him the little portrait 
of Aspern, and a lasting regret for the loss of the papers*
In 1959, Sir Michael Redgrave, the English actor, wrote and 
starred in a dramatisation of The Aspern Papers* He maintained James's 
title for the play* A careful comparison of Redgrave's adaptation with 
both of James's versions of the novel, shows that the playwright used 
the later (1906) revised edition* There are countless speeches in the 
play in which the wording agrees with the later edition rather than the 
earlier one, and the reverse seems not to hold true, ̂ 6
Redgrave'8 play is written in three acts, and it requires a 
single setting* All of the action takes place in the nsalan of Miss 
Bordereau's house in Venice* In the first aot, it is a spring after­
noon in 1895* Act II is in three scenest afternoon, six weeks later; 
early evening, three weeks later; and that evening, later* Act III is 
in the afternoon, twelve days later*
Technically, this play would be more difficult than is usual for 
a one-set play* The appearance of the setting changes several timest 
at the beginning of the play, the "sala" is almost bare, and shabby;
1 9 6 It is interesting that Redgrave's description of Tina comes 
from the revised edition rather than the earlier edition of the novel, 
as does the change in her name from Tita to Tina* James's description 
of Tita in the original edition (1866) reads, "Her face was not young, 
but it was simple; it was not fresh, but it was mild." See Henry 
James, The Aspern Papers ((Original editiorfl ; New Yorki Dell Publishing 
Co*, cl&9), p. 32. The revised edition (1906) reads, "Her face was 
not young, but it was oandid; it was not fresh, but it was dear*" See 
Henry James, The Aspern Papers ( Ole vised edition); New Ycrkt Charles 
Scribner's Sons, 192ZJ, p* 17. In Redgrave's play, Tina is described, 
"Her face is not young, but candid; not fresh, but clear." See Michael 
Redgrave, The Aspern Papers (Acting edition; Londont Samuel Frenoh. 
Ltd., 0195977 p* 11*
furniture has been installed in Act II, and the room is filled with a 
profusion of flowers) in a later scene the flowers have all gone, and 
there has been a change of sofas) in Act III, the "sala" is filled with 
incongruous objects and dust sheets, so that an appearance of selling 
or moving is created. Sound effects Include chiming ohuroh bells, 
which are used as a time device in the play) a creaking door whioh 
leads to Hiss Bordereau's room) sounds of the front door being opened 
and dosed) the doorbell) Miss Bordereau's bell) the sounds of foot­
steps on the stairs) and the voice of a gondolier singing on the canal. 
In Act III there is a storm, for which the flashes of lightning and the 
thunder rolls must be timed as if in response to certain specified 
lines. In the same scene, there is a shutter outside the French win­
dows whioh clacks sharply at designated momentst it seems probable that 
Redgrave intended to suggest that the clacking shutter represented the 
troubled spirit of the departed Juliana. At the end of the play, 
withered vine leaves blow across the floor of the "sala." The light­
ing, other than during the storm, is simple* a few dims and blackouts, 
moonlight, and afternoon sunlight are called for. Several practical 
oil lamps, and a practical iron stove are needed.
The setting is cleverly devised to suggest that the "sala" is 
on the second floor, with stairs leading both up and down to other 
floors. Another item whioh is unusual is the double set of doors up 
center which lead into Juliana's apartments* the inner doors would 
probably suggest the difficulty of access to her inner sanctum. Be­
cause of their placement, these doors would dominate the set, and this 
would be entirely in keeping with the action.
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Although the action has been reduced to a single setting, almost 
no incidents of the novel have been left out of the play* Fragmentary 
conversations, and momentary interludes from the novel have been incor­
porated into various scenes* Conversations which took place in other 
rooms, in gondolas, or at Florian's cafti, have all been moved into the 
"sala," Even the recalled conversations between Mrs* Prest and the 
editor, which the latter reoounts at the opening of the novel, have now 
been put on-stage* As a result, Redgrave has had to justify the edi­
tor^ need to explain the reason for his visit to Miss Bordereau's 
palace after he has actually arrived there accompanied by Mrs* Prest* 
(In the novel, the editor made his initial visit to the palace alone*) 
It has been necessary for Redgrave to invent many little moti­
vations for the exits of the characters* Juliana's wheelchair serves 
as a device to move two characters off-stage simultaneously several 
times* Once, Juliana sends Tina off to write a letter* The servants 
come and go as they fetch and carry various objects* Tina herself goes 
for the doctor* Late in the play, the visiting Mrs* Prest wanders off 
to look at the garden, and the editor conveniently excuses himself to 
go and supervise his servant's packing* As for the entrances, most of 
them were naturally motivated by the events of the original story*
Redgrave has invented a few good pieces of stage business which 
seem peculiarly theatrloal, and these may possibly have resulted from 
the playwright's personal stage experiences as an actor* The editor 
frequently writes surreptitiously in his notebook, and he is placed 
up-stage of the speaking character so that he may not be observed—  
except by the audience* This particular piece of business is even
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amusing on occasion* when Tina is recalling the names of old friends* 
the editor enters them in his notebook* but when Tina says that old 
Mrs* Stock-Stock has died* the editor firmly crosses out the name* The 
playwright visibly shows the editor's fear that the old lady may have 
burned her papers while he and Miss Tina were out on an excursion* by 
having the editor examine the stove for charred remains. This piece of 
business has the added advantage of calling the audience's attention to 
the stove which is used so dramatically in the closing moments of the 
play. Finally* it might be mentioned that there is much more frequent 
physical contact between the editor and Miss Tina in the play than 
there was in the novel. As a result* the editor's advances seem more 
open than they were in the original work.
In comparing the play with the novel* it may be seen that there 
are no changes in the over-all plot* or in the theme. However* Red­
grave has added many incidents to the original* and a few new dimen­
sions.
The major characters are the same* but there are some changes in 
the lesser characters. Miss Tina* and Miss Juliana Bordereau* are es­
sentially the same as they were in the novelj although Miss Tina seems 
to have become a somewhat stronger character by the end of the play* 
and Miss Bordereau is even more insulting and spiteful than James had 
made her. The editor now has a name* Henry Jarvis-referred to as 
"H. J." Mrs. Prest* the editor's friend* has some new scenes* and she 
has gained in inportance. The maid's name has been changed from 
Olimpia to Assunta* and she is middle-aged* rather than young* in the 
play. The editor's manservant is still called Pasquale* but he has
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new characteristics and added importance in the dramatisation* Pasquale 
spies on everyone, and he ie an Anglophile— thus making it reasonable 
that he should speak to Assunta in English* It is dear that Pasquale 
is capable of blackmail, and this adds to the general dramatic tension* 
The number of characters in the play is sixt H* J*, Miss Tina, 
Miss Bordereau, Mrs* Prest, Assunta, and Pasquale* No doctor is needed 
for the action on-stage, but it is understood that he is sent for* 
Michael Redgrave has chosen to give his main character the 
initials, nH* J," The question naturally arises as to whether Redgrave 
intended that the character, Henry Jarvis, should represent Henry James 
himself* The question was answered by the playwright in the London 
Times* in response to a joint letter from Leon Edel and Simon Nowell- 
Smith*
• • • I may have misled a few people into thinking that I have 
attempted to make "the publishing scoundrel" into a portrait of 
"the Master*" I am ready to concede that they have a point, 
but . . • the point is a small one*
In the first place, I supply the character with a name, "Henry
Jarvis*" The use of the novelist's initials is, of course, de­
liberate, for I have tried to make a character which reflects some 
of James's passionate devotion to art and literature, his fine 
aesthetic sensibility * . • and even his "intense fondness" for 
Venice* • • *
But I certainly do not intend "Henry Jarvis" as a portrait of 
Henry James and, so far as I know Professor Edel and Mr* Nowell-
Sndth are the first to think that I would wish to do so*197
It seems highly unlikely that James meant to indicate himself in
the character of the unnamed editor* In the first place, the character
•̂97Times (London], August 20, 1959* (This letter by Redgrave 
was in response to one from Leon Edel and Simon Nowe 11-Smith, published 
in the Times L̂ondon], August 18, 1959*)
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is despicable* In the second place, the original is known to have been
Redgrave has added certain touches to his central character 
which emphasize the despicable elements in his nature* In the very 
first scene, the audience sees H* J* listening at doorsj he does not 
hesitate to lie) and his quick inventiveness enables him to concoct a 
fabrication which smoothes his entree. In later scenes, H* J* spies 
through a keyhole; and he even pretends to have a heart attack so as 
to gain an advantage in the situation*
In the play, Juliana remarks pointedly that H* J* does not sound 
American when he talks • ̂-̂9 The description of the editor in the stage 
directions indicates that he is from New E n g l a n d * ? 0 ^  it seems likely, 
in both instances, that Redgrave was preparing the way for himself to 
play the role of the editor* H* J* replied to Juliana that neither she 
nor her niece sounded American! these two roles were undertaken by 
Beatrix Lehmann and Flora Robson in the original production*
It is through the addition of new scenes, incidents, and lines, 
that Redgrave has added most to the depth of the characters.
Before Miss Tina first comes on-stage, Mrs* Prest remarks on the 
childishness of her handwriting. Then, soon after her first entrance, 
Tina starts as if in fear at the sound of her aunt's bell* Thus it 
would seem that Redgrave was trying to diminish Tina as a force, in
^^Matthiessen and Murdock, og* oit., pp* 71-72.
a Captain Silsbee— at least, as far as his aotions are concerned*^
Samuel ! 20.
200Ibid*, pp. 2-3.
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order to make the dramatic change in her character even stronger at the 
end of the play* Through such lines as Miss Tina's observation to 
H. J*, "I always thought— you seemed to talk more than you thought,"2®* 
the playwright seems to indicate that there is more depth to Tina than 
would appear at first glance* Late in the play, Mrs* Prest observes 
that Tina is not innocent of feminine guile* In the final climactic 
scene between Kiss Tina and H. J*, the former says, ironically, "You 
said once that I was not capable of deceit."2®2 Una hands H* J* the 
key to Juliana's trunk, daring him to open it so as to discover whether 
or not she had lied when she said that she had already burned the 
papers* After H* J*'s final departure from the house, Miss Tina calmly 
takes the papers out of the trunk, and she is burning them one by one 
in the stove as the final curtain descends*
Concerning Miss Tina's behavior in the final scene, it may be 
pointed out that Redgrave has been clever enough to create an atmos­
phere which is open to more than one interpretation* (This was a 
favorite technique of James's*) The beholder must guess the exact 
depth of Miss Tina's perceptions* The members of the audienoe must 
make up their own minds about whether Miss Tina was ignorant of the 
events of the fatal night when Juliana collapsed* (In the earlier 
scene, Miss Tina had gone out to fetch the doctor when Juliana dis­
covered H* J* trying to open her trunk*) The audience knows that 
Pasquale moved the trunk out into the "sala," but Tina seems to assume 
that Juliana had moved it herself* Miss Tina seems to make a deliberate
2®*Redgrave, og* oit** p* 1*8. 20̂ Ibid»* p* 71,
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avowal that she does not auepeot H, J* either of moving the trunk, or 
of having tried to open It* This may be her method of leaving the way 
open for H* J* still to aecept her proposal*
The old lady, Juliana, seems to be, If possible, even more In­
sulting in the play than she was in the novel* From the moment of 
their first meeting, Redgrave has created the sense of a duel between 
Miss Bordereau and H* J* She, unwarrantably, acouses him of "haggling1' 
about the rent, and, when H* J* intimates that he would like to see the 
rooms, Juliana says this new line,
JULIANA* You will like the rooms well enough* More important 
people than you have liked them.203
In the play, Juliana is also spiteful in new ways to Tina* She makes 
disparaging remarks about her niece's singing voice, and she makes 
unkind references to Tina's age*
A few completely new scenes occur in the play* In a highly dra­
matic scene in Act II, Scene iii, Juliana, in a state of delirium, re­
lives an incident from the past* The old woman seems to be at a ball, 
where she is outraged by the presence of a certain blond woman--the 
"daughter of a whore"~who has appeared uninvited among her guests* 
Then, with a ehange of mood, Juliana caresses the head of the "child" 
Tina, saying, "You're all mine— you're all of his I've got— she gave 
you up, remember that*"20̂  Redgrave creates the suspicion in the audi­
ence's minds that Tina may be the daughter of Aapem— by some woman 
other than Juliana* The dramatic tension is high between Tina and
203Ibid*, p* 21. 20l*Ibid., p* 51.
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H. J. as they listen to Juliana's ravings* Tina wishes to quieten the 
old woman, hut H* J* is anxious that she be allowed to oontlnue to talk*
A short but important new scene is given to Mrs* Prest in the 
last act* Mrs* Prest has come ostensibly to see whether she can be of 
any help to Miss Tina in her bereavement* However, it soon becomes 
apparent that Mrs* Prest has some malicious intent in mind* Mrs* Prest 
tells Miss Tina that "Harry" has broken several hearts, and, by impli­
cation, Mrs* Prest indicates that Tina does not compare well with the 
type of beautiful, worldly woman whom "Harry" usually pioks* This is 
enough to motivate Tina's change of mind about her proposal to H* J* 
When the editor returns to the room after Mrs* Prest*s departure, Tina 
tells him that she has burned the papers during his short absence, and 
he is obliged to believe her*
This new scene in Act III between Mrs* Prest and Tina accom­
plishes three things for the playwright* It enables him to join two 
important episodes whieh originally happened on different days* Tina's 
proposal, and her change of mind* The scene fills in the necessary 
time between the editor's discomfited departure from the room, and his 
return— when he is about to make his final departure from the house. 
Most important of all, the scene precipitates Tina's change of attitude 
toward H* J.
The final farewell between Miss Tina and H* J• is accomplished 
through very neat dovetailing of Jamesian material and new speeches by 
Redgrave* The compression of time, and the joining of James's inci­
dents, has created a continuous build throughout the last aot* In the 
final moments of the play, the audience actually sees Tina burn the
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precious "papers" on-stage* (In the novel, Tina had simply told the 
editor that she had burned the papers the night before when he had been 
out, and he had had no way of knowing whether or not she had told the 
truth*)
Redgrave has injected some touches of poetry into his script, 
and this seems in keeping with the general atmosphere* Miss Tina sings 
a song, "The Qreen Hussars," and it is hinted that the words were by 
the poet, Jeffrey Aspern* In another scene, H* J* quotes poetry to 
Miss Tina, including lines from Omar Khayyam*
The script is also enlivened with touches of humor here and 
there* For example, Pasquale incongruously uses the British phrase, 
"Don't menchi" quite frequently* Then there are subtler moments of 
humor, such as the scene in which H. J* finds out that Pasquale has 
secretly brought Juliana's trunk out into the "sala." The editor half­
heartedly chides his servant, "That was very wrong of you, Pasquale," 
and then he immediately asks him, "Is it unlocked?
The play is filled with a great many new details* Partly as a 
result of this, there are between two and three times as many new lines 
in the play as there are lines based on speeches in James's novel*
There still are a great many lines from James, but these are often 
altered in minor ways* Every scene in the play opens with a new, ex­
pository section* The style of the dialogue throughout the play seems 




The over-all time of the action of the play Is a little shorter 
than that of James's novel. The play covers about eleven weeks, begin­
ning in the spring of 1895* The events of the novel extended over more 
than four and a half months* The period has also been changed a little 
in the playt it is some ten years later than in the novel* (The novel 
was published in 1688, and the events are supposed to have ooourred 
some three or four years earlier*)
Michael Redgrave has made no attempt to preserve the first per­
son, point-of-view method of James's novel in his dramatisation*
Summary
In comparing Michael Redgrave's play, The Aspern Papers, with 
James's novel of the same title, the following items may be summarised.
I. Staging!
A* Redgrave's play is in three acts, and it is divided into 
five scenes* One setting is required* the "sale" of Miss 
Bordereau's house in Venice*
Although the action is confined to a single setting, al­
most no incidents of the original story had to be omitted. 
Entrances of characters were naturally motivated by the 
events, but the playwright had to invent many reasons for 
their exits*
B. Technically, this is quite a complicated show* The appear­
ance of the setting changes several times. Sound effects are 
elaborate. The lighting must be carefully controlled* Storm
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effects on cue ere required. PreotioeX properties include 
oil lamps, end en iron stove.
The playwright has invented a number of good pieces of 
stage business which seem peculiarly theatrical. That is, 
they are of a type which grow out of the proscenium stage 
actor-audlence relationship.
II. Miohael Redgrave’s handling of the material of James1s novelt
A. The over-all plot and the theme are the same as in the novel.
B. A few completely new scenes occur in the play. These include 
the scene of Juliana's deliriumj and the reappearance of Mrs. 
Prest in the third act, which precipitates Tina’s change of 
mind about her proposal to H. J.
C. No incidents of importance in the novel have been omitted 
from the play.
O. The major characters, the editor (now named Henry Jarvis, or 
H. J.), Miss Tina, and Miss Bordereau are essentially the 
same as they were in the novel, although the ladies have been 
strengthened somewhat. The three minor roles have been ex­
tended! Mrs. Prest is more important to the plot, and the 
servants, Assunta and Pasquale, have assumed added dimen­
sions. These six are the only characters in the play.
E. As for the dialogue, there are between two and three times as 
many new lines in the play as there are lines based on James. 
It is clear that Redgrave used the 1908 edition, rather than 
that of 1688, as the basis for the play. New lines, and new
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scenes, are neatly dovetailed onto James’s material* The 
over-all effect is homogeneous*
F. The over-all aotion of the play covers about eleven weeks, 
which Is somewhat shorter than the time covered by the novel* 
The year is 1895, end this is about ten years later than the 
period indicated by James*
III* Painedi
A* There are a great many new details in the play*
B. Redgrave has added some touches of poetryt H* J* quotes from 
Omar Khayyam, and from others; and Hiss Tina sings a song 
which is supposed to have wort* . it ten by the poet, Jeffrey 
Aspern*
C. Here and there the playwright has added a touch of humor*
D* The editor's advances toward Miss Tina seem more open in the 
play than in the novel— partly because of the more frequent 
physical contact between them, partly as a result of the 
poetic interludes, and partly because of H* J.'s general 
complimentary attitude*
IV, Lost*
There has been no attempt to preserve the first person point-of- 
view method of James's novel*
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XII. "THE SUMMER OP DAISY MILLER* BY BERTRAM ORESNEt 
BASED ON JAMES'S DAISY MILLER
James's famous story, or novella, Daisy Miller, first appeared 
in 1873, and it soon ran into several editions on both sides of the 
Atlantic*208 The plot of the story may be found in the present study 
in Chapter IV, "Henry James's Own Dramatisations," under the section 
headed, Daisy M i l l e r .^7 Jamas made a play out of his own story in 
1882.208
Eighty-one years later, in 1963, a dramatised version of the 
story was produced off-Broadway in New York, at the Phoenix Theatre*
The play, entitled "The Summer of Daisy Miller," was written by Bertram 
Greene* Interestingly enough, the new play was very much closer to the 
original story than James's own play had been*20?
James’s story, Daisy Miller, first appeared in the Cornhill 
Magaiine, June-July, 15787 The ?irst book edition was put out in the 
following year by Harper and Brothers, New York* (See Edel and 
Laurence, og* oit*, p* 39, and p* 3lU.)
2°7cf. ante, pp. 163-181*.
208James's play, Daisy Miller, made its first published appear­
ance in the Atlantio MoniKly, April-June, 1663* The play was published 
separately by James-R* Osgood and Co«, of Boston, later in 1683* (See 
Edel and Laurence, og. oit., pp* £5-5o, and p* 319*)
209Differences between James's story and his own dramatisation 
of Daisy Miller were explored in Chapter IV of the present study,
"Henry James's Own Dramatisations*" of* ante, pp. 163-191* There is 
apparently no connection between James's dramatisation and Bertram 
Greene's play*
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Bertram Greene's play is divided into two aots which correspond 
with the two chapters of the story. The events in the first act 
ooour in Switserland--at Vevey, and at Geneva} and those of the second 
aot take place in Rome. It is a curiously fluid play, and when it was 
produced in New York the scenery changes were accomplished with colored 
slides projected as a background. The soript indicates eleven specific 
locations, but the action and the lines would make the audience aware 
of approximately twenty-five changes of both time and locality. The 
scenes shift from one place to another with approximately the fre­
quency of the original story. Sometimes a character is picked out with 
a spotlight and only says a line or two. Many short passages have no 
location! they seem like suspended scenes— in limbo, as it were. Often 
the script is a little bewildering beoause the playwright has not indi­
cated exactly when a character should make an entrance or an exit. The 
character is suddenly there saying lines
In an interview with the playwright, the writer of the present 
study learned that "The Summer of Daisy Miller" had first been con­
ceived and presented as a reading program. Later it was expanded into 
the play version which was produced at the Phoenix Theatre in May of
^^The playwright, Bertram Greene, kindly allowed the writer of 
the present study to make a Xerox copy of an unpublished manuscript of 
the play. The manuscript thus studied was altered somewhat before the 
production, but the version was close enough to the final product to 
give an interesting insight into the New York production.
211*0 doubt the director made the timing of entranoes and exits 
concrete. The manuscript which was examined was not for publication 
purposes.
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1963* This fact explains how the playwright arrived at the particular 
technique whioh he employed.
The playwright maintained James's single point-of-view by let­
ting the character, Winterbourne, double as narrator for the play. 
Winterbourne often speaks of himself in the third person, and then he 
melts into the scene. (Curiously enough, the play does not open with 
the narrators it opens with a teasing scene between Daisy and her 
brother, Randolph. However, the play does end on the narrator alone.) 
Some of the reviewers were disconcerted when characters on-stage "frose" 
while Winterbourne launched into an explanation, or made a comment
Whether or not the technique was successful in this instance may 
be regarded as a side issue, but what is intensely interesting is that 
"The Summer of Daisy Miller" is the only dramatization of those exam­
ined which attempts to preserve James's single point-of-view method of 
writing. The original story was not written in the first person, but 
all of the events were seen from the perspective of Winterbourne. Thus 
James left room for ambiguity— for doubt in the reader's mind as to the 
accuracy of Winterbourne's observations and conclusions. This is 
probably a major factor in the intriguing quality of James's story.
Because the play was conceived with a fluidity of motion as the 
action shifted from one locality to another, the playwright did not of 
necessity have to eliminate anything from the original for staging pur­
poses. He took it for granted that when the characters said that they
^^Discomposed critics included those of the New York Post.
May 28, 1963* the New York Times. May 28, 1963) and the New Yorker,
XXXIX (June 8, 1963), 126-lTBT
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were in a certain place (inside Mrs* Walker’s carriage, for example), 
the audience would believe them. Actually, nothing of any importance 
to the evolvement of the story was omitted from the dramatisation.
One major addition was made, however* Mrs* Walker, the American 
society leader of the story, has been oonverted in the play into 
Winterbourne's paramour* Greene has used the American Mrs* Walker as 
the concrete embodiment of the nqrsterlous foreign lady alluded to in 
James's story* The first act ends with a scene between this "lady" and 
Winterbourne at Geneva* In the second act, Mrs* Walker is in Rome, 
and, as she did in James's story, she holds a party at which Daisy is 
present* When Daisy leaves the party to go and meet Giovanelli for a 
stroll in the Pinclo gardens, Mrs* Walker follows her in a carriage—  
as she did in the original story— with the Intention of saving the girl 
from compromising herself in the eyes of society*
The main characters in the play are the same as in James's 
story, and they have the same names* Daisy Miller j Mrs* Miller j Ran­
dolph Miller) Frederick Winterbourne) Mrs* Costello (now referred to 
as Winterbourne1s Aunt Julia)) the courier, Eugenio) Mrs* Walker) and 
Giovanelli (now called Count Giovanelli). There was no cast list with 
the manuscript of the play which the playwright loaned to the writer of 
this dissertation* However, only the foregoing eight characters were 
listed in the New York Times,̂ 3 and in the Burns Mantle Yearbook, The 
Best Plays of 1962-1963.̂ *̂ The script indicated the presence of
^^New York Times, May 28, 1963.
21%enry Hewes (ed.), The Burns Mantle Yearbook, The Best Plays 
of 1962-1963 (New York* Dodd, Mead and Jo., 1963), p* 33?.
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additional characters* a waiter; two American girls passing by; a but­
ler's voice (off-stage); an Italian man; an English lady school 
teacher— who addressed some "girls"; and a servant at a hotel in Rome.
All of these additional characters in the script had one or two lines 
each* Possibly these additional characters were represented by off­
stage voices only.
The basic plot of the play is the same as that of James's story, 
except for the additional element of the affair between Winterbourne 
and Mrs. Walker. The period is in "the last half of the last cen- 
tury."^ The over-all time element is the same in the play as it was * 
in the story. Daisy and Winterbourne meet in June; she dies In the 
winter; and there is a kind of epilogue between Winterbourne and his 
aunt in the following suimner— back at Vevey. The only internal time 
difference is thist in the story, Winterbourne waited until January to 
go to Rome, and when he got there Daisy already knew Giovanelli. In 
the play, Winterbourne goes to Rome at the end of September, and he 
sees Daisy pick up "Count" Giovanelli at Mrs. Walker's party.
Most of James's dialogue is incorporated into the play— with 
many minor word changes. However, a good half of the total dialogue of 
the play is new. The new dialogue is partly necessitated by the ex­
pository nature of James's writing, but there are many entirely new
2l5Ibid., p. 337.
The script which was loaned by the playwright to the writer of 
this dissertation did not specify the date of the action of the play. 
However, a photograph appeared in the New York Times before the play 
opened, which showed seven members of the cast of "The Summer of Daisy 
Miller" rehearsing in costume. The costumes looked more recent in de­
sign than the date here indicated. (New York Times, May 19, 1963.)
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brief scenes, in addition to the aforementioned new development around 
the character of Mrs* Walker.
No doubt it is the combination of sources which accounts for the 
crities' conflicting comments on the dialogue* In Newsday* it was re­
marked that Bertram Qreene had written his play
with such slavish devotion to the original that it still remains a 
novel rather than a drama* • • • Hr* Qreene has no hesitation in 
breaking off in the middle of a scene and of having JhicO the char­
acter of Winterbourne advance downstage and solemnly recite por­
tions of the book* The result is a clumsy blend of Greene dialogue 
and James recitative.216
Howard Taubman* writing in the New York Times* similarly commented that
the play was "novelistic rather than theatrical.Taubman further
observed* "when the piece moves from the original and tries to stand on
its own feet* it often becomes coarse and obvious.
This last comment* on the coarseness of some of Greene's lines* 
may have been in referenoe to such non-Jamesian lines as theset
DAISY* D'you fancy me in scarlet* Hr* Winterbourne?
WINTERBOURNE* Rather virginal white* But is there still a 
ohoice?219
Another example of new lines in the play which might be said to intro­
duce a certain coarseness is this exchange between Winterbourne and 
Daisy in the Pincio gardensi
21̂ Newsday (garden City* Long IslaxkQ* June 5, 1963*
217New York Times* May 28, 1963. 2l6Ibld.
2 ̂Bertram Greene* "The Summer of Daisy Miller" (unpublished 
manuscript)* II* 7.
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WINTERBOURNE. You would leave me?
DAISY, I didn't aak you to oome in the first place. What are
you afraid of? Getting lost— or being accosted?2*0
On the other hand, Qreene should receive credit for inventing 
quite a number of humorous lines, including several epigrams. These 
latter include Winterbourne's, "Zeal— is the world's original sin"22*j 
his later line, "Beautiful sins, like beautiful things, are a privilege 
of the rich*222; Daisy's remark that Randolph "considers it a sign
of disloyalty to prosper ft0 8?°* tal£ on foreign soil."223
In comparing Bertram Greene's play, "The Summer of Daisy 
Miller," with James's story or novella, Daisy Miller, the following 
items may be summarized,
I. Stagingi
A, "The Summer of Daisy Miller" is in two acts. The number of 
scenes is a little Indefinite, but an audience would be aware 
of about twenty-five changes of time and location. The 
action in Act I takes place in Switzerland—-at Vevey, and at 
Geneva, Act II takes place in Rome.
B« This is a very fluid show which depends heavily on lighting. 
As produced at the Phoenix Theatre in New York, the set 
changes were indicated with slide projections on a backdrop. 
Many fragmentary scenes consisted of a figure or two in a
Sunmary





spotlight— in limbo, as it were* Sound effects were probably 
limited to music for dancing, and to other party noises off­
stage*
II* Bertram Greene's handling of the material of James1a atoryi
A* Qreene maintained James's single point-of-view by having the 
character, Winterbourne, double as narrator iu the play* As 
the narrator, Winterbourne often referred to himself in the 
third person* (In the story, James referred to himself as 
HI,tt and he sometimes addressed the "reader" directly* 
Nevertheless, all of the events in the third person narrative 
were seen from Winterbourne1s perspective*)
This is the only dramatization of those examined whioh 
attempts to preserve James's point-of-view method of writing* 
B* The action of the play follows the same general progress as 
the events of the story* The main plot and the theme are the 
same*
C. Nothing of importance in the original story has been omitted 
from the play.
D* One real change is in the form of an addition* In the play, 
Mrs* Walker and Winterbourne are lovers*
E* The eight main characters in the play are the same as in the 
story* They retain their original names, and, with the ex­
ception of Mrs* Walker and Winterbourne, they have the same 
relationships as in the story.
F* The play manuscript indicated the presence of some seven ad­
ditional characters who had a line or two each* However, no
actors were listed for these characters in the newspaper re­
views t perhaps they were merely off-stage voices.
Q* The over-all time is the samet one year*
H* Most of James's dialogue is incorporated into the play— with 
many minor word ehanges* A good half of the dialogue is 
totally new*
III* Qainedi
The new dialogue has here and there added a certain coarseness 
to the proceedings* On the other hand, some of the new lines add wel­
come humor, and they include several good epigrams*
IV* Losti
No elements of the original story seem to have been omitted*
m i .  THE WINGS OF THE DOVE* A DRAMATIZATION 
BY CHRISTOPHER TAYLOR
One of James's last three novels, The Wings of the Dove was first 
published in 1902*22̂  The plot of the novel may be found earlier in the 
present chapter, under section IX, "Child of Fortune"— which was an 
earlier dramatization than the one to be presently discussed* In the 
same place may be found details of the origins of James's novel*225
the Dov
London by Archibald Constable and Co*)
and Laurence, oo* oit*.d .  120. (In 1902. The Wines of 1 "
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In 1963# a second drftrafttized version of the novel was produced1 
this time in London. This new play was by Christopher Taylor, and the 
playwright maintained James's original title, The Wings of the Dove.
Christopher Taylor's play is in three acts, of two scenes each. 
The action is confined to a single setting! "a salon of the Palazzo 
Leporelli, Venice, at present Q.ate 190CQ the residence of Milly 
Theale."^ Technically, except for the necessary ornateness of the 
set, this would be a simple show to produce. The script indicates no 
sound effeots. The lighting requirements are limited to effects of 
different times of day or night outside the windows, and, in the night 
scenes, the salon is lit by practical oil lamps and candelabra. The 
script calls also for a practical fire to be ignited on-stage in the 
fireplace.
James's novel was written in two volumes— the second of which 
was the longer. The action of Christopher Taylor’s play opens about 
one-third of the way through the second volume of James's work. That 
is, all of the characters are already in Venice, and the play begins 
just before Lord Mark's first arrival, when he proposes unsuccessfully 
to Milly. As in the novel, Merton Densher (now oalled Merton Denver) 
arrives at the Palazzo just as Lord Mark is leaving! their paths cross. 
From this point on, the play follows the development of the novel 
closely, except that the ending now takes place in Venice rather than 
back in London. The necessarily new entrances and exits made by the 
characters are convincingly motivated.
^^Christopher Taylor, The Wings of the Dove (Acting edition} 
Londont Samuel French, Ltd., l&L), p. iH.
use
The period la set at about the same time as in the novel* that 
is, at about the turn of the century* However, the notion of the play 
covers only two and a half months (from mid-October to late December, 
1900), while the main incidents of the novel extended slightly over a 
year* This last statement disregards several flash backs in the novel*
The main characters in the play are the same as in James's 
novel, and, with one exception, they keep the same namest Milly Thealei 
Merton Denver (James*s Merton Densher)} Kate Croyj Susan Shepherd} Aunt 
Maud, or Mrs* Maud Lowder} and Lord Mark* (Mrs* Shepherd's name has 
been simplified from Mrs* Susan Shepherd Strlngham.) Merton is older 
rather than younger than Kate in the play* There are now three serv­
ants* Pasquale, a gondolier} Ganaseta, a footman} and Maria, a house­
maid* These represent a slight change from James's servants, and the 
major-domo, Eugenio, has been eliminated* Fairly important Jamesian 
characters who have been eliminated from this dramatisation include 
Lionel Croy} Marian, and her children} the two Miss Condrips} the great 
doctor, Sir Luke Strett} and the little Italian doctor, Tacchini* (The 
two doctors, however, are both spoken of in the play*) In addition, 
the novel included many merely incidental characters who are absent 
from the play*
More than half of the actual wording of the play's dialogue is 
from James* Although the action of the play begins more than half way 
through the second volume of the novel, the playwright often utilises 
lines from the first volume* Quite a number of times in the play, 
speeches are juxtaposed which were originally separated by two or three 
hundred pages* In some scenes, the dialogue is spliced together line
by line, with new lines connecting speeches from the novel* However, 
since the styles matoh well, it seems as if an even larger percentage 
of the dialogue is taken from James than is actually the case*
In point of fact, Christopher Taylor has had to create a new
opening for every scene of the play except the final one* The play­
wright has also presented two soSnee fc fairs which were only hinted at 
in the novelt in one of these essential scenes. Lord Mark reveals to 
Milly the truth about the relationship between Merton Denver and Kate 
Croy}^? later, in the other essential scene, Merton Denver has a final
interview with the dying Milly*22® Even in these new scenes, the play­
wright has found ways to incorporate lines from other parts of James's 
novel*
Four other new items in the play warrant mention* First, Mrs* 
Lowder, Kate, and Lord Mark are invited by a Lady Danby to stay with 
her in Qreecet thus the playwright manages to get these characters out 
of the way during the period when Merton Denver must be alone with 
Milly in Venice* Second, Susan lies to Mrs* Lowder to make her think 
that Merton loves Milly— in the hope that eventually he really will* 
Third, Merton loses his newspaper job as a result of his protracted 
stay in Venice* Fourth, a good deal of Italian is spoken by the serv­
ants , and by Susan Shepherd, in the playt this was not evident in the 
book*
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Here and there, the playwright has added a wisp of humor of hie 
own, but it is never obtrusive* Such new humor ae there is, is gener­
ally centered around the figure of Aunt Maud (Mrs* Lowder)*
Since the whole first volume of James's novel has been omitted 
from the play, this has eliminated all of the incidents involving 
Kate's father— Lionel Croy, and her sister* Dr* Strett is mentioned, 
but he never appears on-stage* The earlier meeting of Milly and Merton 
Densher in America, and Milly's travels with Susan in Europe, have 
likewise been omitted from the play* Nothing is seen of the earlier 
relationships between Kate and Milly, or between Merton Densher and 
Mrs* Lowder.
As a matter of side interest, it may be mentioned that the 
Bronzino portrait which so much resembled Milly in the novel, and which 
became a unifying focal point in the earlier dramatization, Child of 
Fortune* by Guy Bolton, is not mentioned in this adaptation by Christo­
pher Taylor.22̂
Taylor's play is written objectively, in the usual representa­
tional manner for proscenium production* The playwright has made no 
attempt to preserve James's "centres" of interest*
2 2 9'There seems to be no connection between the two dramatisa­
tions* None of Guy Bolton's lines or ideas appear in the later Taylor 
dramatization* It is probably coincidental that in both plays the 
playwrights have selected Greece as a convenient place to have Aunt 
Maud, Kate, and Lord Mark visit— so as to remove them temporarily from 
the scene of action in 7enice* Also it is probably coincidental that 
both playwrights changed Merton Densher's last namet Bolton called him 
Richard Denning, and Taylor called him Merton Denver* (In a letter to 
the writer of this dissertation, dated May k, 1963* Bolton mentioned 
that Densher sounded too much like "denture.*)
Summary
In comparing Christopher Taylor's play, The Wings of the Dove* 
with James's novel of the same title, the following items may be 
summarised*
I* Stagingt
A* Taylor's play is in three acts, of two scenes each* Only one 
setting is required! a salon in the Palazzo Leporelli, in 
Venice*
B* Technically, this is a simple show* No sound effeots are 
called for, and the lighting effects are limited to changes 
in the sky outside the windows* Practical items include oil 
lamps, candelabra, and a fire*
II* Christopher Taylor's handling of the material of James's novelt 
A* The action of the play begins at a point equivalent to one 
third of the way through the second volume of James's two- 
volume novel* From this point on, the story is the same in 
both works, except that the ending of the play is now in
Venice rather than back in London*
B* New scenes include two scenes A fairet Lord Mark's revelation 
to Milly; and Merton Denver's final Interview with Milly* 
However, the playwright has not added any significant events 
to James's novel*
C* Omitted from the play is everything that happened in London 
and elsewhere before Milly went to Venicg,
D* The mechanics of moving characters on and off the stage are
convincingly motivated*
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E. The main characters are the same, and they have the same re­
lationships in both works* In the play their names are un­
changed, with the exception of James's Merton Densher who is 
now called Merton Denver* Omitted from the play are Lionel 
Croy, Marian Condrip, and Sir Luke Strett, as well as several 
minor characters* There are some ohanges also in the palace 
staff-including the elimination of the major-domo, Eugenio*
F. More than half of the wording of the dialogue of the play is 
from James* In splicing the material together, the play­
wright has meticulously matched James's style*
0* The events of the play cover two and a half months as com­
pared to over a year in the novel* The period, 1900, is the 
same as in the novel*
III* Gainedt
Here and there the playwright has added a wisp of humor*
IV* Lost!
A* The omniscient author has vanished*




When the thirteen dramatisations based on James's works are 
considered as a group, certain observations may be made*
Two of the playwrights, William Archibald and Allan Turpin, have 
dramatised James more than once* Also of interest is the fact that 
certain works of James have been dramatised by more than one writert
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The Aapern Papers was dramatised by Allan Turpin, and by Michael Red­
grave} The Turn of the Screw was dramatised by Allan Turpin, and by 
William Archibald, and it was turned into an opera by Benjamin Britten} 
and The Wings of the Dove was dramatised by Guy Bolton, and by Christo­
pher Taylor, and it was turned into an opera by Douglas Moore*
Ten different works by James served as the bases for the thir­
teen dramatizations* Six of these Jamesian works were written in the 
usual objective storytelling manner in the third person, with the om­
nipotent author present in some degree* Four of the original works by 
James were written in some form of his point-of-view method of con­
struction (Daisy Milleri The Aspern Papers} The Turn of the Screw} and 
The Wings of the Dove).
The Summer of Daisy Miller is the only dramatisation which pre­
served James's point-of-viev method. It is also the only dramatization 
which called for unrealistic settings.2^  Of the remaining twelve 
dramatizations, three showed the influence of contemporary staging, but 
still they were realistic in atmosphere. The prologue of Child of For­
tune showed nothing on-stage except a portrait of a sixteenth century 
woman, while a voice— which might have belonged to a guide, or to a 
gallery attendant— described its significance. Portrait of a Lady, and 
Eugenia both had settings which showed simultaneously an interior and 
an exterior, and whioh were intended to be used as multiple stage areas 
with the aid of controlled lighting.
230A description of the scenery method used in the New York pro­
duction of The Summer of Daisy Miller may be found in Section XII of 
the present chapter.
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On the whole, the dramatizations kept olose to James's story 
lines, with some changes of emphasis observable in The Tragic Muse, in 
The Heiress, and in The Innocents« With the exception of Berkeley 
Square, the names of the characters were usually kept the same or very 
close to those invented by James*
As far as the dialogue is concerned, the following observations 
may be made* The plays were based on works from each of James's three 
writing periods* ^ 1 prom the novelist's early period came The Euro- 
peans (1878), Daisy Miller (1878), Washington Square (1880), and The 
Portrait of a Lady (1881). From his middle period came The Reverber­
ator (1886), The Aspern Papers (1888), The Tragic Muse (1890), and 
"The Turn of the Screw" in The Two Magios (1698)* From James's last, 
and most complex period came The Wings of the Dove (1902), and the 
posthumously published The Sense of the Past (1917)*
In the dramatizations, the degree of fidelity to James's dia­
logue seems not to have been influenced by the period of the original 
writing* James's dialogue was incorporated verbatim into Allan Tur­
pin's two dramatizations, The Turn of the Screw and The Aspern Papers 
(with very little left out), and a high percentage of the dialogue in 
The Heiress is transferred directly from the novel into the play* Per­
haps half of the dialogue is from James in The Tragic Muse, in Portrait 
of a Lady, in The Summer of Daisy Miller, and in The Wings of the Dove.
^*The three -fold division of James's writings is based on Henry 
James by Leon Edel (Pamphlets on American Writers, Number 1*. Minne­
apolis, Minnesota! University of Minnesota Press, I960), pp. 17-18*
The order of publication may be found in Edel and Laurence, og. pit., 
passim.
A large percentage of the dialogue is new in The Innocents, in Letter 
From Paris, in Eugenia, and in Michael Redgrave's The Aspern Papers,
The dialogue is totally new in Child of Fortune, and in Berkeley Square.
An interesting fact is that the thirteen dramatisations, on the 
whole, stayed close to the intent of James's original works. The play­
wrights were less free with James's plots than he often was when he 
wrote his own dramatisations. However, there is a great deal of vari­
ation in the amount of Jamesian dialogue which the various playwrights 
utilised.
CONCLUSION
Henry James is perhaps best known for his development of the 
international novel* for the depth of his psychological insight* and 
for the development of his "point of view" technique. Less well known 
are his dramatic works. In general* critical opinion seems to indicate 
that James failed as a playwright.
In the present study* "Henry James On Stage*" an investigation 
has been made of Henry James as a source of drama. The study includes 
the history of James's playwriting career* and an account of the pro­
ductions of his plays up until the present time; an examination of his 
plays as scripts; and a comparison of his own dramatisations with the 
original fictional works* for the purpose of discovering what James 
himself did with the material when transposing it from fictional into 
dramatic form. In the later chapters of the present study* an acoount 
is given of the professional productions of all of the dramatisations 
of James's works which have been written by other playwrights— there 
have been thirteen plays and two operas based on James's stories and 
novels; and a comparison is made between the original Jamesian works 
and their dramatizations* in order to discover what the playwrights 
did with James's material when adapting it for the stage.
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A digest of the critics' reviews has been provided both for the 
productions of James's own plays, and for the productions of the drama-* 
tistations by other playwrights based on James's works*
There has been no attempt to include adaptations of James which 
have been used in the films, on television, or on the radio*
Throughout his life, James was an inveterate theatregoer* He 
published many essays on plays, playwrights, and actors* Although he 
admired the written form of the drama, he despised the production con­
ditions of the theatre. He wrote plays, he said, in the hope of find­
ing success, and for financial reasons* As a practicing playwright, 
James had several distinct periods of writing for the theatre, and his 
total output amounted to fifteen plays, and one dramatic monologue.̂  
During his lifetime, eight of James's plays were published, and 
two others were privately printed. After James's death, the monologue 
which he had written for Ruth Draper was published* The other five 
plays remained unpublished until they were brought together in The 
Complete Plays of Henry James, edited by Leon Edel, in 19b9.2
James's plays, and the dates when they were written, were as 
followsi Pyramus and Thiabe (probably written in 1869)} Still Waters 
(1871)} A Change ot Keari (c. 1671)} Daisy Miller (l882)7THe Ameri­
can (189$)| a new”7ourth act for The American (autumn 1892)i Tcnania 
(1890); Disengaged (late 1891 or 1892)} The Album (1891 or 1892}1 The 
Reprobate (1801 or 1892)} Quy Pom villa (1693}} dummereoft (1895)} The 
High Bid“(1907)l The Chaperon (unfinished, rough scenario in 1907)}
The Saloon (late 1907)} The Other House (sketched in 1893, or 189b, 
new play written in 1909)} the Outcry (autumn 1909)} and the monologue 
for Ruth Draper (1913).
2Leon Edel (ed<), The Complete Plays of Henry James (Philadel­
phia! J* B* Lippincott Co., 191*9}•
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Nine of James's fifteen plays have been professionally per­
formed! five vere produced during James's lifetime} two were presented 
within a few years after his death) and two were professionally per­
formed for the first time in the 1950*s* while two others were revived 
at the same time* The longest run was achieved by The American* which 
was the first of James's plays to be produced! it ran for over seventy 
performances in London* in 1891* and it had about twenty-five more per­
formances in the English provinces* However* the play which caused the 
moat stir was Quy Domville, starring the popular Qeorge Alexander* 
which ran for some forty performances in London* in 1695*
As scripts* James's plays were* on the whole* highly conven­
tional* In the present study* James's scripts were analysed for the 
purpose of discovering how his playwriting technique developed and 
changed* The survey of James's plays was divided into four large cate­
gories! I* Script Format} II* Subject and Treatment) III* Literary 
Aspects} and IV* Stageability*
Of James's fifteen plays* five were written in one act* Host of 
the others were in three acts* but there was one four-act play* and one
was written in three acts preceded by a very long prologue* Two of
James's early plays were divided into French scenes* but the author 
gave up this practice in his later plays* In the lines of his plays* 
James used Italics and capitalisation with unusual frequency to indi­
cate where the emphasis should come* In his scripts* James followed 
the old conventional he listed the oast with the male characters first)
he named many of the characters in such a way as to indicate their
characteristics) and* up until roughly the turn of the century* James
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used asides and soliloquies* James*s methods of exposition gradually 
became more skillful, and less obvious. His attitude toward the texts 
of his plays, and toward the titles, was one of flexibility*
James favored comedies, and he drew his characters from the 
upper levels of society* In the hope of winning public favor, James 
deliberately used the conventional happy ending* However, he did write 
two tragedies late in his playwriting career* His themes included 
thwarted lovej the romantic success of unworthy heroes{ the contrasts 
between Americans and Europeans) and the importance of tradition*
James espoused realism, and he disregarded the classical unities*
James did not present atjy deeply probing character studies in 
his dramas* However, some of the characters stood out above the 
others* The critics often found his characters conventional, and un­
lifelike* Although many of James's characters had various national and 
personal backgrounds, only once did the author seriously attempt to 
represent a dialect— for Christopher Newman in The American. One tech­
nique which James used on several occasions as a method for distin­
guishing a character was the employment of a recurrent characterising 
phrase*
The style of the language in his plays was inevitably Jamesian* 
As he grew older, both the lines and the stage directions became gradu­
ally more involved* Occasionally a grammatical error, and sometimes an 
archaic spelling, appeared in the plays* James gradually increased the 
variety of the humor which was sprinkled in the lines of most of his 
plays*
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The mechanics of James's plays were, on the whole, too evident. 
The terminology of James's stage directions was not proficient until he 
had his first professional production— The American, in 1B91, He was 
always careful about specifying where characters should enter, exit, or 
reenter. There is internal evidence in the plays to show that when 
James referred to the "left" or to the "right" of the stage, he meant 
from the point of view of the audienoe,
James's settings were not very imaginative, but they were always 
playable. He was usually vague about furnishings* Sometimes, James 
specified that an interior setting should reflect the personality of 
its owner,
James understood how an actor's "business" can be used for pur­
poses of suggesting a type of character, and also for creating humor*
He came to understand that meaning could be conveyed through movement 
alone, and eventually he replaced the soliloquy with silent action 
passages* '
James's consciousness of staging gradually increased. By 1908, 
when The High Bid was produced, James apparently understood the psycho­
logical use of stage space. He realised that business should reflect 
the state of mind of an individual] sometimes he suggested alternative 
stage directions] at times, he suggested a definite stage picture; and, 
in two of his last plays, it seems evident that James understood that 
color in costumes may be used to indicate opposing characters. He also 
understood the principle of "planting" lines and business.
In the later plays, James's stage directions reflect more and 
more the attitude of the author of a storyt they provide an outlet for
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Janas's own comments, and they also reveal the motivations of the char­
acters.
Janes's visualisation of the staging of a play was not always 
faultless, but any mistakes he made were of a minor nature. Mistakes 
of timing, or unrealistio visualization of a piece of business, could 
doubtless be corrected in an actual performance.
Of the fifteen plays which Janies wrote, seven were dramatisa­
tions of stories or novels.̂  Only one of James's dramatisations, 
Tenants, was based on the work of an author other than himself. On 
three occasions, James later converted a play of his into fictional 
form. In the present study, James's dramatizations were analysed in 
four waysi 1. Stagingi II. The handling of the story or novel materiali 
III. Items gained; and IV. Items lost. On this four-way basis, a com­
parison was made between James's dramatisations and the original works, 
for the purpose of discovering what James himself did with the material 
when transposing it from fictional into dramatic form.
In his own dramatizations, James kept the staging relatively 
simple, and he often reduced the number of locations where the action 
took place.
In their original form, three of James'b dramatisations had been 
written from a single point of view.̂  However, all of his plays were 
written objectively for realistic presentation on the proscenium stage.
Ĵames's seven dramatisations were Daisy Miller, The American, 
Tenants, Disengaged, The High Bid, The Saloon, and The Otfeer House.
T̂hree of the stories which James dramatised were written from 
a single point of viewt these were "Daisy Miller," "The Solution," and 
"Owen Wingrave," which were used for the plays Daisy Miller, Disengaged, 
and The Saloon, respectively.
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On the whole, two patterns are evident in Janes's own dramatisa­
tions. First, he dealt freely with the events and with the characters 
of the original material. Sometimes he utilised no more than the basic 
situation, or the theme of the original fictional work. Seoond, James 
believed that a happy ending was essential for theatrical success, and 
so he invented new happy endings for some of his earlier dramatisations. 
However, after the turn of the century, he retained the tragic conclu­
sions in his last two dramatizations.
As far as the dialogue was concerned, James seemed to have no 
set policy in his dramatizations. Sometimes the author stayed close 
to the original dialogue all the way through the dramatization} some­
times James kept much of the original dialogue, but he wrote in addi­
tional new scenes) but in several of James's dramatizations, the 
dialogue was entirely new* In fact, three of his dramatizations were 
really new creations just based on the themes of earlier stories. (In 
Tenants, based on a French story by Henri Rivldre, the dialogue was 
entirely new, and James only appropriated part of the original situ­
ation.)
In the fifty years since James's death, several highly success­
ful dramatizations by other playwrights have been based on his fic­
tional works. Brooks Atkinson, in the New York Times, suggested that 
at least one of these (The Innocents by William Archibald, based on 
James's The Turn of the Screw) might be acceptable to James "as a con­
solation prize for the stage career that he always wanted but could 
never achieve
M̂ew York Times, February 2, 1950.
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There have been thirteen different dramatisations of James's 
works written by other playwrights* and presented on the stage in New 
York or in London*̂  There have also been two operatic works based on 
James*?
In the digest of reviews for each production whloh is presented 
In the present study* special care has been taken to include any criti­
cal evaluations of the plays as dramatizations* as well as important 
data about the productions themselves*
The sources of the thirteen dramatizations were explored in the 
present study by examiningt (1) James's own source material) (2) the 
original Jamesian works) and (3) changes made during the dramatization 
process. The dramatizations were analyzed in four wayst I* Staging)
II* The handling of James's story or novel material) III* Items gained) 
and IV* Items lost* On this four-way basis* a comparison was made 
between the thirteen dramatizations and the original Jamesian works,®
Ârranged in the order in which they were written* the thirteen 
dramatizations are Berkeley Square by John L* Balderstonj The Tragic 
Muse by Hubert Orif/ith) The furn“of the Screw, and The AspernTapers 
(a double bill) by Allan ftirpin) TKe Heiress by Ruth and Augustus 
Goetz) The Innocents by William Archibald) Letter From Paris by Dodle 
Smith) Portrait of a Lady by William Archibald) Chlld~of fortune by 
Guy Bolton) HugenftTby Randolph Carter) The Aspern Papers by Michael 
Redgrave) The Summer of Daisy Miller by Bertram Greene) and The Wings 
of the Dove'ljy Christopher Taylor.
?The two operas based on James are The Turn of the Screw by 
Benjamin Britten* and The Wings of the Dove~Sy DougTaa Moore*
D
Only eight of the thirteen dramatizations have been published, 
but the writer of this dissertation was extremely fortunate in being 
able to borrow original play manuscripts from the writers of the five 
unpublished playst The Turn of the Screw, and The Aspern Papers— both 
by Allan Turpin) Portrait of a lady by William Archibald) Bugenla by 
Randolph Carter) and The 'Sumner'-of Daisy Miller by Bertram ftreene*
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When the thirteen dramatisations are viewed as a group, certain 
observations may be made.
Two of the playwrights, William Archibald and Allan Turpin, have 
dramatised James more than once* Also of interest is the fact that cer­
tain works of James have been dramatised by more than one writers The 
Aspern Papers was dramatised by Allan Turpin, and by Michael Redgravej 
The Turn of the Screw was dramatised by Allari Turpin, and by William 
Archibald, and it was turned into an opera by Benjamin Brittenj and The 
Wings of the Dove was dramatised by Guy Bolton, and by Christopher 
Taylor, and it was turned into an opera by Douglas Moore.
Ten different works by James served as the bases for the thir­
teen dramatisations. Six of these Jamesian works were written in the 
usual objective storytelling manner in the third person, with the om­
nipotent author present in some degree. Four of the original works by 
James were written in some form of his point-of-view method of con­
struction (Daisy Millerj The Aspern Papers} The Turn of the Screw} and 
The Wings of the Dove).
The Summer of Daisy Miller is the only dramatisation which pre­
served James's point-of-view method. It is also the only dramatization 
which called for unrealistic settings. Of the remaining twelve drama­
tizations, three showed the influence of contemporary staging, but 
still they were realistic in atmosphere. These were Child of Fortune, 
Portrait of a Lady, and Eugenia.
On the whole, the dramatizations kept close to James's story 
lines, with some changes of emphasis observable in The Tragic Muse, 
in The Heiress, and in The Innocents. With the exception of Berkeley
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Square, the names of the characters were usually kept the same or very 
close to those used by James.
As far as the dialogue Is concerned, the following observations 
may be made. The plays were based on works from eaoh of James's three 
writing periods. From the novelist's early period cams The Europeans 
(16?6), Palsy Miller (1676), Washington Square (1880), and The Portrait 
of a Lady (1881). From his middle period came The Reverberator (1888), 
The Aspern Papers (1888), The Tragic Muse (I69O), and "The Turn of the 
Screw" in The Two Magics (1896). From James's last, and most complex 
period came The Wings of the Dove (1902), and the posthumously pub­
lished The Sense of the Past (1917).
In the dramatizations, the degree of fidelity to James's dia­
logue seems not to have been influenced by the period of the original 
writing. James's dialogue was incorporated verbatim into Allan Tur­
pin's two dramatizations, The Turn of the Screw and The Aspern Papers 
(with very little of James left out), and a high percentage of the dia­
logue in The Heiress is transferred directly from the novel into the 
play. Perhaps half of the dialogue is from James in The Tragic Muse, 
in Portrait of a Lady, in The Summer of Daisy Miller, and in The Wings 
of the Dove. A large percentage of the dialogue is new in The Inno­
cents, in Letter From Paris, in Eugenia, and in Michael Redgrave's The 
Aspern Papers. The dialogue is totally new in Child of Fortune, and in 
Berkeley Square.
An interesting fact is that the thirteen dramatizations, on the 
whole, stayed close to the intent of James's original works. The play­
wrights were less free with James's plots than he often was when he
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wrote his own dramatizations* However, there is a great deal of vari­
ation in the amount of Jamesian dialogue which the various playwrights 
utilized.
Although some of the dramatizations of James which have been 
written by other playwrights were very successful, others failed 
miserably. If the success of a play can be measured by the length 
of its run, then perhaps the thirteen dramatizations can be divided 
into two groups.̂  Successful productions (over one hundred perform­
ances) were achieved by Berkeley Square. The Heiress. The Innocents. 
Redgrave's The Aspern Papers, and The Wings of the Dove. Unsuccessful 
(less than thirty performances) were The Tragic Muse, Turpin's The Turn 
of the Screw, Turpin's The Aspern Papers, Letter From Paris, Portrait 
of a Lady, Child of Fortune, Eugenia, and The Summer of Daisy Miller. 
This is a total of five successes, and eight failures.
It is evident that the success or failure of the thirteen drama­
tizations did not depend on the Jamesian work selected, for in each of 
the three instances when a single work was dramatized twice, one play 
succeeded and the other one failed. Reference is here made to The 
Aspern Papers (dramatized by Allan Turpin, and by Michael Redgrave); 
to The Turn of the Screw (dramatized by Allan Turpin, and by William 
Archibald); and to The Wings of the Dove (dramatized by Guy Bolton,
o'The exact length of each run may be found in Table II, at the 
end of Chapter V.
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and by Christopher Taylor). The last two works were also made into 
operas, by Benjamin Britten, and by Douglas Moore, respectively.*0
Viewing again the five suooesses and the eight failures, it 
might be asked whether there is any observable pattern in the use of 
James*a dialogue. Again, the answer is in the negatives there is no 
correspondence between the closeness of the dialogue to the original 
work, and the degree of success achieved when the piece was performed. 
Nor, it should be noted, is there any correspondence between the period 
of James's writing to which the original work belonged, and the degree 
of success achieved by its dramatization.
Of the successful dramatizations, a large percentage of the die* 
logue of The Heiress was taken verbatim from James (the novel, Washing­
ton Square, was written in James's earlier and simpler style); about 
half of the dialogue was James's in The Wings of the Dove (the novel is 
a fine example of James's later, complex style); perhaps a quarter of 
the dialogue was from the original works in The Innocents, and in Red­
grave's The Aspern Papers (the originals were both written during 
James's middle period); and the dialogue in Berkeley Square was en­
tirely new (the original novel was posthumously published).
Similarly, the dialogue in the dramatizations which failed shows 
no pattern as regards its sources! the dialogue was taken almost ver­
batim from James in Turpin's The Turn of the Screw, and in his The
10The production conditions of operas in repertory are felt to 
be different enough to make comparisons invalid on the basis of the 
number of performances achieved. However, the Britten opera won criti­
cal acclaim in several countries, while the Moore work was not very 
well received.
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Aapern Papers (the originals were both written during James's middle 
period); about half of the dialogue was James's in The Tragic Muse, 
Letter From Paris. Portrait of a Lady, and The Summer of Daisy Miller 
(of the originals, the first two listed here were from James's middle 
period, and the last two were from the author's early period); mostly 
new dialogue was in Eugenia (based on an early work by James); and 
totally new dialogue was written for Child of Fortune (the original 
novel, The Wings of the Dove, was from James's later, complex period). 
The most that can be said on the basis of the foregoing facts 
is that the use of James's dialogue in a dramatization will assure 
neither success nor failure— regardless of the period of James's 
writing to which the original work belonged.
Did, then, the success or failure depend solely on the skill of 
the playwright? Not entirely, for there is one case in which the same 
playwright dramatized James twice, the first time with success, and the 
second time with failure. William Archibald successfully dramatized 
The Turn of the Screw into The Innocents, but he did not achieve suc­
cess with his later play. Portrait of a Lady,
Of the five successful dramatizations, only two came from well 
established writersi these were newspaperman John Balderston; and 
aotor, sometimes writer, Michael Redgrave, William Archibald, and 
Ruth and Augustus Goetz, had all had some Broadway productions pre­
viously, but their first big successes were their adaptations of James, 
It may be noted that two of the eight failures oame from the 
pens of long established playwrights t Dodie Smith, and Guy Bolton.
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To recapitulate* there has been no pattern in the success or 
failure of the dramatisations based on James* Success or failure of 
the play has not been dependent on the work chosen) nor has success 
been dependent on the proportion of James's dialogue which has been 
retained; nor on the period of James's writing to which the original 
work belonged) nor* to any great extent* on the amount of previous 
experience which the playwright has had*
One interesting fact that comes out of the data concerning the 
dramatisations is that there is a wide gulf between the number of per­
formances achieved by the successes and by the failures* The eight 
failures had less than thirty performances eaoh* while the five suc­
cesses each had over one hundred performances* (The most highly suc­
cessful dramatisation* The Heiress* was given over four hundred times 
in New York* and over six hundred times in London*) Certainly there 
is proof enough that James's works can be successfully dramatised* when 
the right playwright is combined with the right work by James*
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BIOGRAPHICAL NOTES ON THE LEADING ACTORS IN THE FIRST PRODUCTION 
(SOUTHPORT AND LONDON CASTS OF JANES'S THE AMERICAN)
EDVARD COMPTON (185U-1918), English actor-manager who had his 
own company, the Compton Comedy Company} married the American aotresa, 
Virginia Bateman, in 1682} the company toured all over the provinces, 
and made several London appearances} in September, 1891, Compton leased 
the Optra Comique Theatre In London for the production of Henry James's 
play, The American} Edward Compton, with Milton Bode, opened the 
Daiston'Theatre, Hackney, in 1898*
[information compiled from Who's Who in the Theatre, 9th ed., 
edited by John Parker (New Yorkt Pitman Publishing Corp., 1939), 
p« 1*58, and pp. 1616-1617} and from The English Theatre 1 A Short His­
tory, tar Allardyce Niooll (Londont Thomas Nelson and SonsJ Ltd., 1936),
p. 226•]
* MRS. EDWARD COMPTON (1853-191*0), (n6e Virginia Frances Bateman), 
actress and manageress) sister of Kate, Isabel, and Ellen Bateman--all 
actresses} first appeared on the London stage in 1865} played many 
leading parts in London} married Edward Compton in 1882} the mother of 
five children— Compton Mackenzie, the novelist, was the eldest} the 
other four all went on the stage, Frank, Viola, Ellen, and Fay Compton. 
On the death of her husband, Mrs, Compton took over the control of the 
Compton Comedy Company) opened the Repertory Theatre in Nottingham, in 
1920.
(information compiled from Who's Who in the Theatre, 9th ed., 
edited by John Parker (New Yorkt Pitman Publishing Corp., 1939), 
p. 1*58} and from Who's Who in the Theatre, 12th ed., edited by John 
Parker (New York* Pitman "PubTishing fiorp., 1957), p* 151*9*3
t ELIZABETH ROBINS (Mrs. George Richmond Parks), (1865-1952)} born 
in Louisville, Kentucky} educated in Zanesville, Ohio} began her acting 
career in America, and went tb Khgland in 1889, where she played many
•Southport oast of The American, opened January 3, 1891. 
tLondon cast of The American, opened September 26, 1891.
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of the greet Ibeen roles* She wee elso the author of many novels, and 
of a play, Votee for Women* Her book, Theatre and Friendship* contains 
many letters from Henry 'James, and it has been used extensively in the 
present study* She used the pen name of C* I* Raimond. Her writing 
career extended from the 1890's until her death*
[Information compiled from Allan Wade1 s The Scenic Art (New 
Brunswick, New Jerseyt Rutgers University Press, 19U0J, p* 3U9; from 
Who's Who in the Theatre* 12th ed*, edited by John Parker (New Yorkt 
Pitman Publish! ngCTorp*, 1957), p* 1616; and from Who Was Who* 1951- 
I960 (Londont Adam and Charles Black, 1961), p* 937TJ"
t LOUISE MOODIE (l6U6-193b); first appeared in London as Camille 
in 1870* She appeared in The Crisis at the Haymarket in 1878, and two 
years later she played Elisabeth to Modjeska's Mary Stuart at the Court 
Theatre* In 1893, she was one of the three principal players in 
Ibsen's The Master Builder in London, with Elisabeth Robins, end Her­
bert Waring* slhe is reported to have played East Lynne in the English 
provinces over a thousand times*
{Information compiled from Allan Wade's The Scenic Art (New 
Brunswick, New Jerseyt Rutgers University Press, l9bB), p• 257, and 
p* 3U7j and from Elisabeth Robins' Theatre and Friendship (London* 
Jonathan Cape, 1932), pp. 92-97J
t KATE JOSEPHINE BATEMAN (Mrs* Crowe), (181*2-1917); born in Balti­
more, Maryland* In 1851, she appeared with her sisters, Isabel and 
Ellen Bateman, in scenes from Shakespeare, at the St* James's Theatre, 
London* In the early l860's, Kate Bateman was back in the States, ap­
pearing in Augustin Daly's Leah the Forsaken. In 1875, in London, Miss 
Bateman played Lady Macbeth with Henry Irvingj later she played Emilia 
in Othello* and Queen Margaret in Riohard HI (1878)* She came out of 
retirement to appear in James's, The American.
{Information compiled from Allan Vade's The Scenic Art (New 
Brunswick, New Jerseyt Rutgers University Press, l9hU), P* 3U1} and 
from A History of the Theatre by Oeorge Freedley, and John A* Reeves 
(New York 1 Crown"Publishers, 19bl), p. 323 J
t CHARLES MAITLAND HALLARD (l86$-19l*2), born in Edinburgh; at­
tended Edinburgh University; made his first stage appearance in 1889; 
had a long acting oareer on both sides of the Atlantic— under Beerbohm 
Tree's management at the Haymarket almost continuously from January, 
1891 until the end of 1896 p. M. Hallard appeared "by permission of 
Mr* Beerbohm Tree" in The American in 189l]; under Charles Frohman's 
management, Empire Theatre, hew York, 1906-1907; also played in Aus­
tralia, and in South Africa; appeared in a number of films in the later 
part of his career.
fLondon east of The American, opened September 26, 1891*
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(information compiled from Leon Edel's Complete Plays of Henry 
James (Philadelphia* J* B. Lippincott Co*, 19U&)# program reproduotionj 
p. 107| and from Who*8 Who in the Theatre, 9th ed., edited by John 
Parker (New Yorkt Pitman Publishing Corp., 1939)# pp« 7UO-7Ul| and from 
Who’s Who in the Theatre# 12th ed., edited by John Parker (New Yorkt 
Pitman Publishing Corp., 1957)# p* 157L.J
APPENDIX B
BIOGRAPHICAL NOTES ON THE PLAYWRIGHTS AND COMPOSERS 
WHO DRAMATIZED JAMES
WILLIAM ARCHIBALD (1919- ), dancer, singer, writer, end
illustrator, born in Trinidad, and educated at the island’s College of 
St* Mary; came to the U, S* in 1937) Joined the Charles Weidman danc­
ers, and wrote a verse accompaniment for one of their numbers) has 
danced in several Broadway musicals) and has appeared in night clubs 
and on television* As a writer, Archibald has published several short 
stories) collaborated with the young composer, Baldwin Bergersen, to 
write Carib Son3, which starred Katherine Dunham) a second collabora­
tion with Bergersen resulted in the less successful, Far Harbor* 
Archibald's first play, The Innocents, based on Henry James's "The 
Turn of the Screw," scored an immediate success in New York in 1950* 
His later adaptation of James for the play, Portrait of a Lady, 195U, 
had only a few performances* —
[Information compiled from Theatre Arts (January, 1951), P« 56) 
from The Burns Mantle Best Plays of 19Û -l95fl (John Chapman, ed*), 
p* 11, and p* 3U6) and from TheBurnsTtentle Yearbook, The Best Plays 
of 195U-1955 (Louis Kronenberger, ed.), p* 38C*J
JOHN LLOYD BALDERSTON (1809-195U), born in Philadelphia) at­
tended Columbia University) was New York correspondent for the Phila­
delphia Record, 1911-191U) war correspondent in Europe for the RoCTure 
Syndicate, 19lu-19l6) represented the U* S* Committee on Public Infor­
mation, 1918-1919) editor of The Outlook, 1920-192L) ohief London 
Correspondent for the New York World, 1923-1931*
In the 1920's, Balderston wrote a couple of plays, A Morality 
Play for the Leisure Class, and Tongo, before he wrote the*“highly suc­
cessful Berkeley Square, with the assistance of J* C* Squire. Berkeley 
Square, based on Henry James's novel, The Sense of the Past, was pro­
duced in London in 1926, and in New York in 1̂ 29. In the 1930's, 
Balderston was the co-author of several playst Draoulaj Red Planet) and 
Frankenstein. His Farewell Performance, from the Hungarian, was pro- 
duced in London in 1936. Balderston was commissioned to write a number 
of screen plays and adaptations for motion pictures, including Lives of 
a Bengal Lancer, and Prisoner of Zenda* His publications include a war 
Book, The flenlus of the Marne, and A floddess to a Ood. Balderston was 




(Information compiled from Who*a Who in the Theatre, 9th ed., 
edited by John Parker (New Yorkt Pitman Publishing dorp., 1939)»
P* 263j Burns Mantle Beat Plays of 1929-1930 (Burns Mantle, ed.), 
p. 370) and from Who Was Wbo, 1951-1960 (Londont Adam and Charles 
Black, 2nd ed.), p* 56J
GUY BOLTON (188U- ), born in England, became an American
citizen in 1956, and has had an extraordinarily long career writing for 
the theatre. His first play, The Drone, written in collaboration with 
Douglas J. Wood, was produced in New York in 1911. For the next thirty 
years, Bolton wrote several plays, or books for musicals, each year. 
After that he began to slow down* His plays include The Rose of China, 
1919) Lady Be Good, 1921*, and Rio Rita, 1927 (both with Fred TKompson)j 
A Song of Sixpence (with Ian Hay), 1930) Anything Goes (with P. G. 
ffodehouse), 193b) Theatre (with Somerset Maugham), 191*1) Follow the 
Girls (with Eddie Davis), 191*1*) the adaptation from the French of Mar- 
ceTIe Maurette's play, Anastasia, 1951*) the book for Ankles Aweigh 
(with Eddie Davis), 1955) dome bn Jeeves (with P* 0. tfodehouse), 1955) 
and Child of Fortune, adapted from Henry James's novel, The Wings of 
the Dove, 1956.
According to a letter from Bolton to the writer of the present 
study, dated May 1*, 1963, the playwright has taken to writing novels 
in recent years* His novels include The Olympians, 1961, and The 
Enchantress, 1961*.
(information compiled from Who's Who in the Theatre, 13th ed., 
edited by Freda Gaye (Londont Sir Isaac Pitman an? Sons, 1961), 
pp. 266-267) from The Burns Mantle Yearbook. The Best Plays of 1951*- 
1955 (Louis Kronenberger, ed.), p. 366, and p. l*05l from tha"7?umulative 
Book Index, 1960-1965) and from a letter written by Guy Boltonto the 
present researcher, dated May 1*, 1963 J]
BENJAMIN BRITTEN (1913- ), born in Lowestoft, England)
studied piano and composition on scholarship at the Royal College of 
Music, London) first published composition, a Sinfonietta for Chamber 
Orchestra, in 1932, while still at college) is a composer,pianist, 
and occasional conductor) artistic director of the Aldeburgh Festival, 
which he founded in 191*6 with Peter Pears and Eric Crosier) director, 
English Opera Group*
Britten's operas include, among others, Peter Grimes) The Rape 
of Lucretia; Let's Make an Opera) The Turn of the Screw (based on Henry 
James's story of the same title)) A Midsummer Wight's Dream) and Curlew 
River. Britten has also composed choral works) orchestral works) con- 
certos) chamber music) songs) a full-length ballet, Prince of the 
Pagodas) and incidental music for plays and films, as well as music 
commissioned by the B.B.C*
(information compiled from Who's Who 1966 (Londont Adam and 
Charles Black, 1966), p* 363) and from Grovers Dictionary of Music and 
Musicians, 5th ed* (New Yorkt St* Martin's Press, Inc., 1955), I, 91*9- 
9557]
1*99
RANDOLPH CARTER, is a resident of Manhattan, and he is one of 
the directors of the Pines Film Society, Fire Island, New York* Gar­
ter's play, Eugenia, based on Henry James's novel, The Europeans, was 
produced by the late John C* Wilson, in New York, early in 1957. 
Starred were Scott Merrill, and Tallulah Bankhead* The play has not 
been published*
(information based on correspondence with Mr* Carter, and on 
reviews of Eugenia*!
AUGUSTUS QOETZ ( -1957)* born in Buffalo, New York; navy
flier in World War I j attended Fordham and Georgetown Universities, as 
well as the University Pennsylvania! tried Wall Street, but became 
boredj went to Europe, where he met and married Ruth Goodman* With 
Arthur Sheekman, Augustus Goetz dramatized a book, Franklin Street 
(written by Philip Goodman, Broadway producer and father of Mrs*
Goetz), but the play was withdrawn after a tryout production* Augustus 
and Ruth Goetz formed a playwriting teamt details of their joint ef­
forts are given in the following entry. (An obituary in the New York 
Times, October 1, 1957, gave Augustus Goetz's age as fifty-six at the 
time of his death*)
information compiled from the Burns Mantle Best Plays of 19U7- 
19U8 (John Chapman, ed*), p* 335j and from the New York Timcs,H5cio-
5er”l, 1957.]
RUTH GOODMAN GOETZ (1912- ), born in Philadelphia, Pennsyl­
vania! daughter of the late Philip Goodman, Broadway producer! educated 
in New York and Paris! watched her father's rehearsals as a teen-ager; 
later, Ruth read scripts for Samuel Goldwyn, worked as a story editor, 
and in costume design* Author of Sweet Love Remembered, 1959* Col­
laborated with her husband, Augustus Sbetz, on the following plays1 One 
Man Show, 191*5I The Heiress, adapted from Henry James's novel, Washing­
ton Square, 19h77 The Inmoralist, adapted from the novel by Andrl tilde, 
1951*! The~Hidden River, adapted from Storm Jameson's book, 1957* Also 
collaborated with her husband on the film version of The Heiress, 191*9) 
and on the movie version of Theodore Dreiser's, Sister~?arrie, 1950* 
(information compiled from Who's Who in the Theatre, 13th ed*, 
edited by Freda Gaye (Londont Sir Isaac Pitman and Sons. Ltd*, 1961), 
p. 525; and from the Burns Mantle Best Plays of 19U7-19U& (John Chap­
man, ed.), pp. 335-3357]-------------- “ -----2 Z~
BERTRAM GREENE, born on Long Island! attended the College of 
William and Mary, and Yale University! is the art director for the 
Modern Merchandizing Bureau in New York* Greene has had a number of 
stories published; his work has appeared in Harper*s Bazaar; and he 
has written for the Paris Review. Playwriting includes three off- 
Broadway productions* an adaptation of Kafka's The Trial, presented at 
the Provincetown Playhouse, 1955; an adaptation of Wedekind's Spring's 
Awakening, presented at the Cherry Lane Theatre, 1957) and The Summer-
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of Daisy Miller» based on Henry James's Daisy Miller, presented at the 
PKoenix Theatre, 1965* An original play, Fruiis ofthe End, has been 
given performances at the Arena Theatre in fiallas, Texas, and at the 
Actors' Workshop in San Francisco. Oreene is currently y.965J working 
on an adaptation of My Mother's Side by Colette*
[information obtained in a personal interview conducted by the 
writer of this dissertation in August, 1965J
HUBERT GRIFFITH (1896-1953)» bom in London} educated at St* 
Paul's School in London, and in Berlinj following service in World 
War I, for over ten years Griffith served as dramatic critic success­
ively for the Daily Chronicle, the Observer, the Evening Standard, and 
the New Leader! His plays include Tunnel-Trench, 192b t The Tragic 
Muse, adapted from Henry James's novel of the same title, l92P| fted 
Sunday, 1929} Youth at the Helm (adaptation), 193b, and others* Pub­
lished books includeTconociashes, or the Future of Shakespeare, 1926 
(criticism)} Seeing Soviet Russia, 1932 Ttravel)} and a book about 
Mistlnguett* Griffith again turned to dramatic criticism, writing for 
the Sunday Graphic, 19U5-1950} and for the New English Review, 19b7- 
1950* President of Critics' Circle, 1952*
(Information compiled from Who's Who in the Theatre, 9th ed*, 
edited by John Parker (New Yorkt Pitman Publishing Corp., 1939), 
p* 719} end from Who Was Who, 1951-1960 (Londont Adam and Charles 
Black, 1961), p* USbiJ
DOUGLAS STUART MOORE (1693- ), born in Cutchogue, New York}
attended Yale University} after service in World War X, Moore had two 
periods of music study in Europe} received Guggenheim Fellowship, 193b} 
President of American Academy of Arts and Letters, 1959-1962} reoeived 
Pulitser Prise in Music (for opera), 1951} Critics' Circle Award for 
Opera, 1958* Received honorary doctor of music degrees from Cincinnati 
Conservatory, Rochester University, and Yale. Moore Joined the faculty 
of Columbia University in 1926, became Chairman of Dept* of Music in 
19b0, and remained in that position until his retirement in 1963*
Operas include The Devil and Daniel Webster (words by Stephen 
Vincent Ben6t), 1938} diants inihe Earth, 1950} the Ballad of Baby Doe 
(libretto by John Latouche), 1955} and The Wings of the Pove~TllbretTo“ 
by Ethan Ayer), based on Henry James's novel, 1961̂ -produced in 1963* 
Author of Listening to Music (1931), end From Madrigal to Modem Music
(19U2).  * ----------------------------------------- *---------------------------
[Information compiled from Grove's Dictionary of Music and Musi­
cians, 5th ed. (New Yorkt St, Martin's Press, Inc., 1955), V# 55C-B55T 
from Who*s Who in America 1966-1967 (Chicago* A, N* Marquis Co., 1966), 
pp. lC9C-Ih957 and from the hew York Times, May 6, 1963J
SIR MICHAEL REDGRAVE (1908- ), actor, author, director} bora
in Bristol} son of an actor and actress} educated at Clifton College, 
and Magdalene College, Cambridge} formerly a schoolmaster} first acted
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professionally in Liverpool, 193k; first London appearance* 1936j first 
New York stage appearance* 19k8. Broke his career for a year of naval 
service* 19kl-19k2. Shakespearean roles include Macbeth* Hamlet* 
Richard II* Shylook* Lear* Antony. Other stage roles include Rakitin 
in A Month in the Country, the Colonel in Jaoobowaky and the Colonel 
(which healso directed}* Hector in Tiger ai the bates. andlfti.J.* in 
his adaptation of James's The AspernTapers (1959). Well-known film 
appearances Include Kipps. Tike Importance of Being Earnest* The Brown­
ing Version, and The Dam Busters.
delivered a series of lectures at Bristol University (1952)* and 
at Harvard University (1956). Author of plays« The Seventh Man; Circus 
Boy 1 and his adaptation of Henry James's The Aspern Papers. Books by 
Redgrave include The Actor's Ways and Means 1 Mask orTace; and The 
Mountebank's Tale.
[Information compiled from Who's Who in the Theatre, 13th ed.* 
edited by Freda Gays (Londont Sir Isaac Pitman and Sons* Ltd.* 1961)* 
pp. 963-965} and from Who's Who 1966 (Londont Adam and Charles Black, 
1966), p. 25kl.]
DODIE SMITH (Dorothy Gladys Smith)— (C. L. Anthony, pseudonym)* 
playwright and former actress; born in Whitefield* Lancashire; educated 
in Manchester* and in London; studied for stage at Royal Academy of 
Dramatic Art; acted for several years in London and on tour* beginning 
in 1915; gave up the stage* became a buyer for a London firm; did some 
writing for amateur groups; first professionally produced play* Autumn 
Crocus, written under the pen name of C. L. Anthony, was a success* 
1931. Later plays include Service, 1932; Touoh Wood, 193k; Call It a 
Day, 1935 (picked as one of the year's ten best plays in Burns Manlle 
Best Plays, 1935-1936); Lovers and Friends, 19k3; Letter FromParis, 
based on Henry James's novel, The Reverberator, 195t?; I Capture the 
Castle (adapted from her own novel), i&L. Also author of a book for 
cHI3ren.
(information compiled from Who's Who in the Theatre, 13th ed.* 
edited by Freda Qaye (Londont Sir Isaac Pitman and Sons* Ltd.* 1961), 
p. 105 k | and from the Burns Mantle Best Plays of 1935-1936 (Burns 
Mantle* ed.), pp. 39U-395, and p. fc65J
J. C. SQUIRE (Sir John Collings Squire), (188k-1958), born in 
Plymouth, England; educated at Blundell's* and at St. John's College* 
Cambridge. Literary editor* New Statesman, 1913; editor* London 
Mercury, 1919-193k; a Governor of the Old Vic* 1922-1926. Squire's 
many publications included books* poetry* and critical works; editor 
of anthologies (mainly poetry); assisted John L. Balderston in writing 
the play, Berkeley Square, based on Henry James's novel. The Sense of
the Put; »gl. —  ----------
“information compiled from Who's Who 1957 (Londont Adam and 
Charles Black, 1957), pp. 2850-2851; and“7romtJEo Was Who, 1951-1960 
(Londont Adam and Charles Black* 1961), p. 1033J
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CHRISTOPHER TAYLOR (1928- ), Canadian born actor and play­
wright) spent his early childhood in London, England) returned to 
Canada in 193b) studied economics at the University of Toronto, receiv­
ing the B* A. in 1950, and the M« A* in 1951) worked for a year as a 
research economist, but Nhated it— and so left for England to become an 
actor•"
Taylor appeared in numerous plays in London and in the pro­
vinces, including The Pink Room (1952)) Wonderful Town (1955)} and The 
Good Sailor— an adaptation of Melville's novel, bllty Budd (1956)* the 
last-namedplay, in which Taylor played the role of Gardiner, was di­
rected by Frith Banbury*
Taylor is the author of a play entitled, The Velvet Shotgun* 
which was produced by Frith Banbury and the late Jack kinster at Lon- 
don's Duchess Theatre (1958).
In 1963, Taylor’s play, The Wings of the Dove* based on Henry 
James's novel of the same title, opened irPLondon for a long run* The 
Wings of the Dove was produced by Frith Banbury and others, and Mr* 
Banbury served as the director*
[Jhe oast list of The Good Sailor, erroneously listed as The 
Good Soldier* is included in theatre )forld Annual1 A Pictorial Review 
of West End Productions with a Record of Plays and Flayers. Wo, 7 (Mew
TorETBscgllSa 5o* r reSTTpI W.------------  — -
Information on other plays in which Turpin appeared, and on the 
production of Taylor's play, The Velvet Shotgun, was provided by the 
London producer, Frith Banbury, in a letter addressed to the present 
researcher, dated September 29, 1966* Mr* Banbury kindly established 
contact between this researcher and the playwright.
Personal data, and the quotation used above, are from a letter 
by Christopher Taylor to the writer of this dissertation, dated Octo­
ber 10, 1966, and postmarked Beirut, Lebanon*]]
ALLAN TURPIN (1903- ), born in London) educated in London,
and in France* In all, Turpin has written "about a dosen plays, of 
which four were produced at fringe theatres* Basil Ashmore produced 
one of these, Desire Shall Fail, three times, twice in London and once 
on tour," but negotiations fora West End opening fell through*
Turpin published a novel, Doggett's Tours, 1932* Then, during 
the war, in 19u0, Turpin wrote two one-act plays adapted from Henry 
James's works, and designed as a double billt The Turn of the Screw, 
and The Aspern Papers* (The Turn of the Screw was professionally pro­
duced in London in 19U6j and both plays were given by an amateur olub 
in New York in 19U8.) Turpin wrote nothing between I9I46 and I960* 
Since then, two novels have been published, Mg Flat and Her Apartment, 
196b, and The Box, 1965* Two more novels are in the process of being 
published, Beatrice and Bertha, and Ladies*
{information from letters by Turpin to the writer of this 
dissertation, dated December 17, 1965, and January b, 1966Q
VITA
Helen Steer was born. In Manchester, England, on May 20, 1926.
The daughter of concert artists, she travelled extensively In the 
United States as a child. Later she attended the Oodolphin and 
Latymer School in London, England, and she passed the Senior Cambridge 
matriculation examinations overseas in Bermuda in 19U3* In the follow­
ing year, she came to the United States again, where she studied acting 
in New York with the late Norman Brace, and with Betty Cashman. She 
entered Louisiana State University in September, 1950, and she re­
ceived the Bachelor of Arts degree in 1951* • In 1955, Miss Steer became 
a United States citizen. After a year and a half as a graduate assist­
ant in the Department of Speech, Miss Steer left Louisiana State Uni­
versity to become the Drama Director for Howard College in Birmingham, 
Alabama, where she remained for four years. During that period, Miss 
Steer received the Master of Arts degree from Louisiana State Univer­
sity. Returning to her alma mater in I960, Miss Steer held a teaching 
assistantship for two years, and she completed the course work for the 
doctorate. Since September, 1963, Miss Steer has held the position of 
Assistant Professor in the Drama and Speech Department at East Carolina 
College in Greenville, North Carolina. Miss Steer is a member of the 
editorial board of the Southern Speech Journal.
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